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ABSTRACT 


Ninety commercial feature films released during 
wave. 1975" and early 1976 are analyzed to ascertain the 
pervasiveness ShiIeconpue nay sole NOL liiCal eOnten tt... oi five 
Category classification system is presented, and films are 
Geouped according to the’ mode of palitical interest, its 
"quantity," and complexity. The five categories are: films 
of minimal pOLitLoOakh Inrerests social stratum or sub-cul- 
ture films; melodramas with politically interesting sub- 
plots or implications; message movies; and films which in- 
clude relatively complex social and political analysis. 
Virtually all films in the sample are discussed -- in 
greater or lesser detail, depending on the level of inter- 
est -- and conclusions are drawn concerning trends within 
categories and contrasts between categories. British and 
American films are compared, and an attempt is made to 
place the latter in the context of mid-seventies politics 


and cinema. 


Several concluding propositions are presented, 
and implications for future research are identified. The 
following are among the points made: there is a great 
deal of political content in commerical feature films, but 
it tends to be implied, expressive, and descriptive rather 
than explicit, cognitive, and prescriptive; variations in 


explicit political content in films may be a less revealing 
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socio-political "barometer" than are variations in the way 
screen characters relate to the fictionalized societies in 
which they Function; and the entire question of the effects 
of political content on cinema audiences ought to be recon- 
Sidered, from a perspective that de-emphasizes prejudicial 
assumptions about the vacuity of commercial films and the 


gullibility of audiences. 
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CHAPTER ONE 


STUDYING POLITICAL CONTENT 
IN COMMERCIAL, FIEMS 


"Politic’s do’esn't = exist? in® Hollywood’. 
People talk about ‘saying something' 
ine enel re Tide. puL they all-sell 
OUC, 21. chey: Ve-aqol anything sto. sell. 
in une first place — which most of 
DieoeCon ts. 


--unidentified Hollywood producerl 


"The essence of dramatic form is to 
let an idea come over people without 
its- being plainly stated. When 

you say something directly, it is 
Simply not as potent as it is when 
you allow people to discover it for 
themselves." 


-- Stanley Kubrick? 


Introduction 


Imagine, for a moment, a documentary film 
about political and social life in a small town. Through- 


out the film the mayor and other prominent citizens are 
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shown to be motivated by personal business concerns 
Eomcune GCetrimemt O17 the public interest and at. the risk 
of public safety. A town meeting to discuss matters of 
life and death focuses almost exclusively on the 
entrepreneurial concerns of office holders and other 
notaries. Greed and CIVIC DoOOSterism consistently give 
rise to unintended or willful misperceptions of real 
problems. The principal guardian of the public interest 
as the town police chief who, after occasionally 
succumbing to political intimidation, ultimately carries 
the day -- notwithstanding the considerable obstruction 


Sra Veal, hypocritical: mayor . 


theyhyipothetical) pesponse, to. such ai film 
would vary. It would be hailed as "uncompromising" and 
"hard hitting" by some, and denounced as "cynical" and 
mmasleading” by others, depending om the effectiveness of 
the production and the beliefs and values of the viewer. 
Conceivably, it might be damned with the faintest of 
praise in the trade papers, exalted as an excellent 
offbeat film for colleges, festivals and "special 
Situations." Whatever the reception, the film would be 
discussed, analyzed, criticized, praised or condemned as 


anc lat. calle film with a DOLL OLcal pone of -view. 


; g : ; Bs: 
The film we have been discussing is Jaws 
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which is, at this writing, one of the most successful 
fens sor all time. It is not a documentary, of course; 
Passe xhibition is notslimited to “special situations"; 
and it is not usually thought of as a film with political 
content. Instead it has been praised and condemned asa 
slick, escapist Hollywood "entertainment," a "commercial" 
meme dedicated to mindless thrills rather than to political 
Squcaltion or indoctrination. Yet the on-shore activity 
Poel aus,) UNICh 1s) roughly half the film, is set in 
Beeoeiscely the social and political environment described 
above. ine ieLitiaous town 1s an island resort called 
Amicy . which, one Gathers,;"is: bike (Martha's? Vineyard, 
where the film was shot. Shark attacks constitute the 
Sue re cCerrinyang chreat hUerpublictsafely ler her tocal 
business community, for whom the mayor functions as 
spokesman, discounts this threat and is instead apprehen- 
srve- about the proposed cClosure-of the beaches forthe 
imminent fourth of July weekend. Commerce prevails 
Prougwouesmuch*on-the, falmi >VOT thosevinvauthority , 

only the police chief sensibly perceives the threat and 
its solution. The abiding philosophy and prevailing 
motives of the town fathers are succinctly stated by 

the mayor: "Amity is a summer town. We need summer 


dollars." 


The point of this exercise is not to argue 


that Jaws is politically profound or courageous; PE cbs 
neither. It is, as has been widely recognized, an 
entertaining, expertly paced suspense film; there has 
been no mistake about that. But we are concerned with 
politics, and in the midst of the thrills and suspense 
comes an unambiguous, sustained, if not overstated, poli- 
tical point of view: that politics is the handmaiden of 
commerce, that politicians are not typically men of 
integrity, and that men of integrity must be wary of 


politicians. 


This illustration, then, from one of the 
most commercial films of all time appropriately prefaces 
the major assumptions of this study: () "commercial" 
or “entertainment" films, as distinct from "limited- 
audience: films, contain far more political and social 
content than is usually acknowledged either by students 
of politics or by students of film; (2) notwithstanding 
obvious methodological difficulties, an analysis of film 
content over a specified period of time will reveal 
regularities suggestive, at least, of specific propositions 
about the relationship between politics and the cinema. 
Let us proceed, in the present chapter, to clarify the 
meaning of the term "commercial" and to present some 
initial arguments as to why the commercial cinema is 


worthy of serious interest. From there we shall discuss 
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what motion picture content is, together with the problems 
and limitations of mere quantification. Next we shall 
specify what constitutes poOULereal contenu in motion 
pecrures. Finally in this’ chapter, we shall describe the 
selection of a non-random sample of films for analysis 
mepalvtical content, .and indicate the several levels of 


epalysis Used in this) study. 


Commercial “films ‘and polit cal eLilbeume 


The designation "commercial" with reference to 
Film is so loaded with unintended negative connotations 
that some preliminary clarification is in order. The term 
is emphatically not being used in a prejudicial sense, 
and should not be taken as a reflection on the artistic 
MGuwe, Of sakmnlm waits ep robabiteisuccessyieor the tmotaacesivo f 
its makers (such as making money, as distinct from 
creative self expression). It is a truism that many 
"Commercial" films are great art and that many "non- 
commercial" films are trash; that the reverse is also the 
Case is equally non-controversial and needs no elaboration 


here. 


The term "commercial," then, shall be used 
in a neutral, descriptive sense with reference to fictional 
feature length films designated for exhibition in cinemas 


catering to mass audiences rather than elites or special 
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Groups. By implication, (‘the term excludes documentaries, 
animated cartoons, preview materials, and all feature 
length films playing to select audiences either because 
Siemembership requirements (e.g., film soczety programs) 
or because of sociological and linguistic considerations 
(e.G..., German or Portuguese films booked for one night 
engagements). By definition, exposure to commercial films 
is not formally limited by membership, subscription, 
language or ethnic considerations. Non-commercial films, 
on the other hand, are those which play in limited- 
audience Situations normally involving one-night 


engagements. ° 


Given the preceding definition, of what poli- 
tical interest is the commercial cinema? What reasons 
may be advanced to HUSELIY any excursion unto a realm of 
popular culture which has all too rarely captured the 
professional Attention of political scientists? More 
specifically, why not enjoy the shark and forget the 


mayor of Amity? 


bilmoa lake thevothber arts, ware cshaped  bya-the 
social and political realities of the societies in which 
they are made and can reasonably be expected to reflect 


Op reflect upon the salient or prevailing values of 
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those societies.© 


“In this ssense,. any feature film may 

be fruitfully analyzed for content which is relatively 
supportive Of mene political system, ox, relatively 

Critical of it -- even to the point of being revolutionary. 
Peomishy trie noe only of ‘films which are.primarily) and 
Overtly political, but also of films which are ostensibly 


"Mere" entertainment. Some examples will illustrate 


Maas DOL. 


Lie portrayal of ihe mayor an. Jaws is a 
cynically critical view of po duicwane thatibis. ua) 
probably consistent with the views of many Americans in 
the post-Watergate period; and (b) certainly consistent 
with the views of many American film-makers, as we 
shall see later. Moreover, the parallels with Nixon 
and Watergate are only thinly disquised: the mayor's 
initial response to the shark attacks is denial and 
cover-up. (an, intimidated coroner falsely attributes a 
Sswimmer's death to boat propeller blades); the police 
chief is harassed and obstructed in his efforts to 
close the beaches and is encouraged to prosecute petty 
vandals, such as sign defacers, even while the shark 
remains at large; and when the truth is finally out 
(a shark attack occurs in broad daylight before 
hundreds of spectators, including the mayor and his 


family), a shattered and chastened mayor privately 
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prepares, has, justification) for, the press ("I.was 
acting in the town's best interests..."). Briefly 
Suated,. Uhe, podAtics, of Jaws. is post-Watergate 


disillusionment. 


American police movies from Bullitt to 
The French Connection II provide a broader example of 
how the films of a society can be useful indicators 
of the values, norms, power relationships, and public 
affairs of that society. Jhese,,constituted a group 
Sen wins: which explaciitly and amplicitly: explored the 
meaning of “law and order," and the relationship between 
po luce and jother groups, in«society. .Collectively, the 
Films communicated a lot about what the issue was, 
what the various points of view were, and what was felt 
pope ain stakes. ~Lodi vidual ly. ieach film offered) its 
own solutions, its own values, its own perspectives. 
More often than not, films of this group were unabashedly 
Puluvberal~.wand wt iid not.seem scoincidental ,that. the 
genre began a sharp decline towards the end of the Nixon 


presidency. 


By way of further, amplification, French films 
of recent years -- such as Lacombe, Lucien, And Now My 
Love, Les Violons Du Bal, and Special Section -- have 


tended to focus politically on two dramatic events: the 
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German occupation during World War II, especially the 
role played by French fascists and their sympathizers; 
and the May 1968 uprising and its consequences. Rarely, 
ce vould seem, does a contemporary French film fail 

to allude to one or both these events, however briefly; 
and related problems such as anti-Semitism, class 
Sonriacty and generational differences are occasional 


themes as well.’ 


One would not suggest, of course, that all 
political points of view on all issues find cinematic 
expression,’ thats theifilms® of jan era are ay fool-proof 
GUdeelorthevpolstacsv ote that-vera, or that every 
interesting issue, attitude, or political disposition 
minds 2ts Vay into poplar film. But politics does 
manifest itself in a large variety of films, and some 
observers have gone so far as to affirm the accuracy 
Smariineas a2 social barometer. British sociologist. and 
fitm connoisseur 1.€. Jarvie, for example, has praised 
the American cinema for 

itettabili byetto, portrayxeveryrvaspectsof 

American society with almost clinical 

accuracy: from the urban, rural, and 

negro slums, through suburbia, to its 

highest social and political realms: 

american film-men knew their society 

and put it on their screens. When I 

first visited America, I was staggered 


by how accurately it had been portrayed 
on the American Screen, portrayed with 
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a fidelity hardly ever 

achieved in Britain, and 

portrayed in a cinema with no 

pretensions to 'realism' 

whatsoever. 
Jarvie may be overstating the "clinical accuracy" of 
films, but his general point remains persuasive: 

Apart from anthropological field-— 

work I know of nothing comparable 

Trom Uhespointeof view of getting 

inside the skin of another society 

as viewing films made for the home 

marker. Onet is not lipnva good 

position coi judge their truth, (but 

it is safe to say they are made 

For and seen by a mass audience; 

this is both a secure and highly 

Significant as well as informative 

Starr ha, PO Lnt.. 

A similar point is made by film critic Joseph 
Kanon in a sociologically astute comment on The Parallax 
Views Kanon argues that melodramas or movies of intrigue 
"can tell us a great deal about what an audience is 
prepared to accept as a premise for entertainment. TIhey 
are barometers of assumptions."10 To exemplify Kanon's 
point very generally,a film world inhabited by sleazy 
politicians, crooked cops, deranged gunmen, available 
women, and fast cars entails a different set of 
assumptions about society and audiences than a film 
world populated by dedicated statesmen, honest policemen, 


hard-working businessmen, faithful wives, and public 


transportation. 


10 
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This notion of movies as barometers of 
assumptions underscores the inpontance of recognizing 
implied content in film along with overt proselytizing 
about ‘politics and social problems. The use of terms 
even as impived: “and “implicit™ should not* be taken 
to mean that social content in films is somehow mysteriosly 
hidden from view. Instead, the terms are meant to suggest 
Content which is not apparent, in the same sense in which 
DOLiltical scientists ‘speak of “latent> socialization": 
twee 1S, SOCialization Which is not apparent to either 


EMeceagenct On Le TMecipLent Or Doth’. 


POLverecal COntLene may be tmplicrl , (orywnot 
apparent, for several reasons including: (a) one's 
inability to recognize, combine and decode signs and 
meanings; under this handicap the film Nashville, for 
example, is merely "an exposé of Music City"; (b) a 
reluctance to consider data beyond the main outline of 
plot; this means that political content would be recog- 
DEZzearoOn ys in tims Which like state Of ocb1ge Or 
Hearts and Minds, are primarily and overtly about 
politics; and (c) generally, a reluctance to think 
through and reflect upon the implications of what one 
has seen. To the extent that these handicaps are 
avoided, the exploration of relationships between 


politics and society will be greatly facilitated. 
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Commercial films and directorial expression 


UDIECOMEn NS. DOC 1 (ve have been discussing 
Prens from the point of view of their relationship to 
ecertevy atlarge, or, stated another way, films: as 
carriers of political culture in varying degrees of 
Spitcitness. Less macroscopically, it’ is also true 
that films are simultaneously means of expression for 
individual film-makers Cpodncinet ly.) photon notre xc lus 1 — 
vely, directors and writers). Such self-expression 
may range from comprehensive ideological statements to 
far less grandiose "empirical" claims which are, 
nevertheless, general enough to be deemed theoretical. 
At the other extreme, film-makers may have nothing 
politically relevant to say beyond the occasional 
isodated)s factual claim G'LeesHarvey Oswald did notiwact 
eeone ) that is’ qrounded neither in ideology nor in 


enpiarical. theory. 


These are non-controversial observations, 
One assumes, in the case of politically committed and 
relatively independent film-makers such as Michaelangelo 
Antonioni, whose recent film, The Passenger, is overtly 
about political commitment. But it is also true of more 
conventional film-makers such as’ Don Siegel. Siegel’s 
ieceecon of the Body Snatchers is an excellent case in 


point: a small town is "taken over" by creatures hatched 
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in giant pods -- creatures who are superficially 
identical to their victims, but who have no emotions or 


feelings. Says Siegel: 


To be a pod means that you have 
no pasSion, no anger, that you 
talk automatically, that the 
spark of life has left you 

I purposely had the prime spokes- 
man for the pods be a pod 
psychiatrist. He speaks with 
authority, knowledge. He really 
believes that being a pod is 
PLeteoraple,tO,Dein Gg a frail, 
frightened human who cares.1ll 


Siegel's film has become a classic of the genre and is 


invariably and rightly taken to be "a parable of modern 


society. "+2 
Pane ne: recent eparab her ite, Hranci st ordsCoppola\'s 
The Godfather, and its sequel. Ostensibly a big budget 


erame melodrama, and ian enjoyable, successful film on 
that level, The Godfather has been widely interpreted as 
Something more. This emerges from critical assessments, 
and, more importantly for present purposes, from comments 


by the director himself: 


I always wanted to use the Mafia 

as a metaphor for America. If 

You TOoOKeatu the wiim,, you see tic 
Pte Ssupocuseduthat way. the first 
tine 1s “) believe 1m America.” 

I feel that the Mafia is an 
incredible metaphor for this country. 
Both the Mafia and America have 
POGts tl (eULODe..+.DOLh, Ene Mat ia 
and America feel they are benevolent 
Grgqanizatacns.. Both the Mafia 

and America have their hands stained 
with blood from what it is necessary 
to do to protect their power and 
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imtepests | Pothtare totality 
capitalistic phenomena and 


Desically haverayporot it motive. 


The Sudinetanee LipGcther Werds, 2S not only “entertad iment”: 
fees also, 3 vehicle within which Coppola expresses his 
views about corporate America and capitalism. Not 
surprisingly, these views are further developed inn vive 
Godfather, Part Two and are manifested in a more limited 
Semoe ihnran excellent, and less commercially successful 
waomecalled the. Conversation. In the latter? film,” for 
example, Coppola carries his parallel between the Mafia 

and big business One Step, fUrEher by explicitly indicating 
that business too is capable of intra-organizational 


murder. 


Filmmakers Can, be didactic in another, rather 
different way when, by conscious MVueni Ol OlneE LIS 6, 
imey inelude in their films naive or sophisticated theories 
of behavior, or more simple assertions of fact. So- 
called "problem films," for example, are quasi-academic 
treatises on complex questions such as the origins of 
racism, the strengths and weaknesses of the legal system, 
the necessity or the futility of war, the causes of crime 
and delinquency, and so on. Frequently, these are attrac- 
tively packaged explanations which, even at their most 
naive (and sometimes because of their naiveté), reach 


far larger numbers of people than more scholarly modes 
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of expression. 


Theories of behavior -- why people are what 
they are, why they do what they do -- are overtly stated 
Gpeanplired in most narratives, and movies are no exception. 
The recent film Death Wish'is a blunt, controversial 
example. The film opens with an extremely brutal burglary- 
rape after which the wife of the main character is viciously 
Slain, while his daughter is left mentally disturbed. The 
"hero" -- a pacifist, conscientious objector, and admitted 
"bleeding heart liberal" -- is transformed into a 
vigilante who terrorizes and kills hosts of New York 
muggers and other undesirables during the remainder of 
the film. The theory which permeates this, naive though 
mes, 1c TroOughLyY the following: (a) liberal pacifists are 
what they are because they lack first hand experience 
With crimes .of violence; (b) if a liberal pacifist were 
pomcame face to face with the horror of urban violence 
he would quickly abandon abstract principles in favor of 
Girect action to rid the streets of social vermin,. and 
he would come to enjoy it. Other simplistic assumptions 
are at work in the film when it is revealed that the 


hero's vigilantism has reduced muggings by fifty percent. 


SDE CULLG factual assertions, as distinct 
from generalizations of a more theoretical kind, are 


easily recognizable when rendered explicitly. TIhese 
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run the gamut EO MPO NM OUGhL hy Ss: des cn pt ron, ofthe 
Peet Of Wndians: in’ LIth century California (The Master 
Gunfighter), LG) Coppola's assertion that big business, 
the Mafia, and the pre-Castro Cuban regime were thick as 
thieves on the eve of the revolution (The Godfather, 

pemen i et ie talso, worth bearing: an, mind’ that. many 
films are virtually labelled as factual -- an invitation 
corccne viewer to regard everything in the fiim as some- 
how "true." Factual assertions of this kind, qualified 
and otherwise, occur ith LMS as diverse as Butch Cassidy 
Bncmune oUMGanceiKid., Serpico, and, somewhat notoriously, 
Walking Tall.14 More recent examples i meLuge: the, Story 
See Celene, ALLuche President's Men, and Dog Day Afternoon 


-- all of which will be discussed in subsequent chapters. 


Putiadel Vict Suappareny) inate as. witheocner 
kinds of film content, one may detect factual connotations 
which are neither intended nor plainly evident. An 
especially interesting example of this was brought to 
light in recent television research conducted by Professor 
Joseph Dominick.15 His was a study of correlations 
between children's viewing of television crime shows 
Cs tronsrde, = 'Manntx, "Hawari Five-0," et al.) and the 
children's beliefs, attitudes, and acquisition of 
knowledge. Of particular interest was Dominick's finding 


that for boys and girls alike, the viewing of crime shows 
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correlated positively with the belief that “criminals 
usually get caught," and with knowledge of an arrested 
person's civil rights. While this was an effects study 
rather than a study Of CONLENL, / LEKLS easy to discern the 
Content basis for—both kinds. of learning: the absurd 
success ratio of television crime fighters, and the 
inevitable “read him his rights" scene when the criminal 


is apprehended. 


Commercial films, we have argued, are shaped 
in a general way by the political and social realities 
Simche CcUltUral milieu in. which they originate, and, 
move specifically, by the political and artistic sensibi- 
lities of individual film-makers. A particular film, in 
other words, can simultaneously communicate something 
about the film-maker, and something about the society in 
which he or she functions. The specifics of what is 
being communicated must be gleaned from an examination 
Or content. bet us turn now to a Consideration of what 
constitutes motion picture content, and what kind of 


content can reasonably be called political. 


Approaches to the study of film content 


It must be emphasized, farsceonh 811i. wenae 
the content of films is the primary object of this study, 


as distinct from the intentions of producers, directors, 
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and serecmilunprtrens 0 rn bie, effects vof «films on audiences. 
Intentions are problematical in that they are not always 
known to outside observers, and are not necessarily 

realized by thesfintisthed product’. »iMoreover sxfiilm-makens 

ame sometimes Unaware of ‘the political implications of 

Eeir work, iomcsimply are not prepared to acknowledge 

the politics inherent in what is supposed by some to be 

mere entertainment. Clearly, however, the known intentions 
of a film-maker can support or undermine the interpretations 
of an observer, and can function as useful checks on 


idiosyncratic readings of film content. 


"Effects" studies, while undeniably valuable, 
must also be differentiated from content studies. The 
latter are normally and rightly regarded as preliminary 
base lines from which to proceed to effects studies. It 
makes no sense, for example, to ask whether a film 
promoting racial tolerance’ had its desired effect on an 
audience unless it has been established beforehand that 
the content was indeed oriented towards racial tolerance. 
The role of film content analysis, then, is to determine 
somehow what is "objectively" on the screen, while the 
role of effects studies is to determine how much of that 


content reaches its intended audience. 


A question worth considering, however, is 


whether studies of the effects of films on audiences might 
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be different if researchers were more attuned to content 
Heme mncivan, Or im saddition (to, sexual or violent material, 16 
A plausible hypothesis is that a significant amount of 
learning may take plaice 4) bbe BXomewee for example, was 
engineered to fighten audiences and it succeeded rather 
teri More important y., however, Levin structed audiences 
that modern science, and especially modern psyshiatry and 
medicine, is impotent in the face of certain extraordinary 
phenomena, and that this impotence is more likely to be 
concealed than admitted. Not only is the anti-science 
theme demonstrably evident in The Exorcist and its 
imi tavors,'  butveLt i's Srather ‘more persuasively and 
realistically dramatized than some of the more sensational 
content. Whether such themes are recognized and retained 
by audiences is a question that goes well beyond the scope 
pF ethe present "study; but thevexample’ doesvillustrate) how 
content studies may generate non-obvious hypotheses for 
subsequent effects research. 

How is one to determine what is "really" on the 
Screen in a study of film content? Let us consider, briefly, 
how others have approached this problem before discussing 
the methodology used in the present research. For purposes 
of comparison, existing content analyses Of frine, slogernes 
with related studies of television programs, may be 
roughly classified as "formal" or "informal" with referene 


to the methodologies employed. There are considerable 
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differences between the two types of studies, 
Formal studies 


The first group Ont studies are relatively 
rigorous methodologically and include works by Dales 3.5.) 
Jones (1942), Smythe (1954), Shaw and Newell (1972), 
Domrneck Cl97S)stland Wong. and Simon (1974). In varying 
degrees, these are characterized by formal quantitative 
techniques such as carefully pre-tested content categories, 
and the use of two or more trained observers. The content 
examined tends to be comparatively explicit (e.g., number 
Devt OLent: anecldents; ina film or program, occupations of 
major characters, nationality of heroes and villains), 
and the analysis of data often results in a kind of content 
inventory (e.g., social class distribution of major chara- 
cters) which may then be compared with known population 


Characteristics. 


One of the better studies of this group will 
Uilustrate these: points. “Jones (1942)%,~ together with her 
assistant, analyzed on-screen content of 100 films over an 
eleven month period; the schedule or checklist used had 
been developed over a period of three months. Her 
reported results ranged from straightforward percentage 
presentations to more interesting comparative remarks, 
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In our group of one hundred pictures 
Ihere-were JIBS major icharactoers. Of 
this total, 126 were men and 62 women. 

In other words, there were twice as 
many men as women. 

Each character was classified according 
Conus social vaqe... Lt. was ‘found that 
three out of every five of ‘the 188 
major characters were "independent 
adults" -- that is to say ... they 
were shown as economically established, 
free of parental influence, usually 
Unmarried, and with definitely limited 
social and economic responsibilities. 

It is interesting to note that 
people with the characteristics of this 
social age group, which is more commonly 
represented than any other on the 
screen, are seldom found in real life.18 


Jones, like other quantitatively oriented researchers in 
this group, tends to de-emphasize implicit content at 

the data gathering stage of her research, while clearly 
acknowledging the limitations of her more formal approach. 
She 1s cautious, ‘for example, regarding the treatment of 


war on the screen: 


.-Since our study was concerned 
exclusively with quantifications, 
we did not analyze some important 
aspects of film content which we 
found could not feasibly be 
duantif weds 9 To givel.but tone 
specific example, after some 
experimentation we found that an 
analysis of the presentation of 
war on the screen appeared to 
lend itself much better to quali- 
tative _ than quantitative summariz- 
ation. 


A key problem, one assumes, would be the undermining of 
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stated values ("war is hell") by implied values (war 
is a requisite for heroic achievement, true comradeship, 


patriotic service, and so on), 


A more recent example of this type of 
Pesearch is Dominick's (1973) examination of prime-time 
television shows (not to be confused with his effects 
study discussed above). Using as many as seven coders, 
Dominick collected data on the frequency and type of 
television Grimes, and: the sex, age and race of television 
eoimindisvand their victims. The following extracts are 


typical of his research report and conclusions: 


1. Jelevision overrepresents 
violent crimes directed at individ- 
uals. Real-world crime is usually 


non-violent and directed at property. 

Zee Le LEMS OM On LN ie lomDea? ebL tt Le 
resemblance to their real life 
GOUNCeETParts.. Blacks, -vounGg people, 
and lower-class individuals are 
underrepresented in the TV criminal 
world. 


* 


Both elie Crimesand IV violence are 
presented in ways that seem to 
minimize their potential threat to 
society. To do this, however, each 
uses its own particular techniques. 
Violence is typically set.in the past 
Oo MULUGCe wanirelatavely “Unt ama biar 
surroundings, and involves. people who 
are not closely acquainted. While 

TV crime usually occurs. in the.present 
and in more familiar urban-suburban 
settings, it has been pushed indoors 
and is portrayed as private, 

hidden, and unsuccessful. It is 


: i — 7 we “AAl ; cv Foal) 
7 i re) i ; 
Fer. TE WAS . oe 


saa) aeglev./batgael Ww 6. OR a NICE votes 


— . 


(winsewe nT BU 2 ievigtabaae. Sheehan oils 
J 78) ce Sen yet 


fo suv? olf! Ve Wipaade” pees, seem A 
sy it-a9i%4 "9 Tote tees? Vere) eso ia et : 
sift ri)ly OseiadS ee " ju!) wenda 9 
bs we? oe hie, ¢®, Bnew , (deste rowdy ete _ 


ho 


rye ‘) deceder fetal Ces 


ye sao ) soen- Dis shh .xso anh. lire jamie “eiee 


, 
ae Ft 
>a tue Hid eet ~—*Hi tale PheNe Sng 2 


a 


senotes Porfic Sde Phe ofa’ 45a Che 
i 
at npedaten i hy ANG? ¢ sete! ab \ 


vTpn.e 1* y ; ne iL; u SRLS ding Roby 
iy ie a ey f ApMaee rh qe ail.’ ce nw 


$22 9n aR On J PaaS Jie, Saati hap . 
f2iet ies), eins Re dae 
AML L4a5 - Sori 
nL eae) ‘chiiay AA boat afteett py 

Aa. baud sank 2 Heber awa 

es Vil ets #) hed,ipeeaes Seem 

| Otpoy 

B66  BI1I4 | arb \s ain. oS ms | im fe) ay) 

Oi Wiens Ripe ty i hetienaty 


94 429008) LOi lato 18nd, Ontainen 

eer .# 8 iar sets oh Qi “Visiney 

.etuprnts ‘eri mes she wee ofl ede 

.@- sa pet Lived a& Shey ler 

wmitivetwr ¥ os fo o1. ail? a0 

oly ives Sas Cent Gou\', homdarcalityp 

alive ae a yiseuts I oy 

weSdig Att Wee. o vifsasd eenges F) 

—_ wistedyueeiadiy: teil iea) wr9m ma Give 
eteunny Ysnwig gad any dt , bone iise 
O/C LIG Pe beventtag 2: tre 

4) 2) dw leeipoubad Gas. ,rebhia 


performed by one-dimensional 

Caricatures who are motivated 

bY ePersonaly failings, nov by 

inadequacies existing in 

SoOecieay, 
Reto no accident, incidentally, that of the two examples 
Given, the more, recent work is a study of television 
Smaeenu. Published formal studies of film content have 


become considerably rarer than comparable television 


research <1 
Informal studies 


Informal studies of film ‘content; on the 
other hand, are voluminous and are characterized by 
considerably more relaxed methodologies, and a heavy 
ference On the Sub jJECLIVEe’ Impressions of the respective 
authors. Informal studies may be sub-classified into 
(i) those dealing with comparatively explicit content, 
such as MacCann (1964), White and Averson (1971), and 
peuer sand Friar clos 2jem@ands (iidethose dealingiwith 
comparatively implicit content, notably Kracauer (1947), 
WollLensteinaand Leztes.~(1950), Durgnat “1970),<and 


French (1973). 


Informal studies Of TEXpliele econtent. tena to 
be more historically oriented than the quantitative 
research discussed above, and often focus on the portrayal 


of specific groups in movies over a long period of time. 
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One would include, for example, studies dealing with 

very narrow subject matter, such as Smith's Giggs) account 
of film portrayals of Vietnam veterans, together with recent 
sweeping appraisals of Hollywood's treatment of Indians 
Chrvar’ and Friar, LoTZ Re blacksa(Mano, L072) sivrahdawomen 
(Rosen, 1973). Also included are studies dealing very 
generally with matters such as the history of "problem" 
maim s” 11) America C(Whater and Aversoni,il971))..0 Studiesdof 

tye latter kind are’ Useful’ ‘in’ providingwani ‘historical 
perspective on politics in movies, though they have 

a tendency to be sketchy, rambling, summaries of what is 
well known by any film goer: Lost Weekend and Days of Wine 
smo koses Were about alcoholism, The Grapes of Wrath was 
about the depression, I Was a Communist for the FBI was 

a post-war anti-Communist film, Dr. Strangelove was a 

black comedy “about "the coldi#war, John Wayne is a conservative, 


Stanley Kramer is a liberal, and so on. 24 


Another informal study of explicit film content 
tseburhammar “and Isaksson's ¥Politics*and Film, a collection 
of essays on propaganda films, defined by the authors as 
movies "which have a clear political purpose."25 As one 
might expect, the essays deal with topics ranging from 
ae eavaluttonaTy Russian cinema and Nazi propaganda films, 
to patriotic themes in British war movies, the Italian 


neo-realist period, and so on. With the exception of 
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obvious propaganda pictures such as The Green Berets -- 
an easy target .af ever there was one -- contemporary 
commercial films get short shrift 24 A chapter on 
Hollywood, for example, covers some predictable ground: 
anti-Nazi films of the pre-war period, McCarthyism 

and the movie industry, and occasional references to 
mms about politicians. The ibook is»most successful 
in discussing principles’ and techniques of propaganda 
Films, and in sporadic discussions of implicit content. 
ihe thacvter iseexemplified in this’ concise, though not 
altogether convincing, argument about the portrayal 


af theivealthy in .entertainment films: 


Even in entertainment films from 

the feapntal inst tcoun bniesmerich imen 
have tended to be suspicious 
characters -- they occupy and almost 
institutional position as scapegoats. 
When the rich man does not reform 
into a decent Tellow...he often 

gets punished or destroyed in much 
the way that villains do. Super- 
hictally, such taecenvent ron emight 

be seen as a latent threat to the 
established economic machinery, 

as it keeps alive the stereotype 

of, gene leap ital st vas xexpdoi ter. mBbut 
to the extent that films containing 
this figure can be said to have any 
NO lEttealsenmnect; at. .ald. 20 Bs 
probably the exact opposite: by 
restoring the justice and balance 
Lacking din society, the film offers 
a form of comforting compensation. 
The.cinematic villain functions 
ritualistically as a representative 
victim for the audience's social 
rancour. Far from being a threat, 
such films are a political saftey 
valve.2? 
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The authors seem convinced that such “hidden propaganda" 
in entertainment Films is primarily effective in 
reinforcing conventional values Or IpRoddiing an aehie 
mapection of conformity," rather that stimulating 


audience reflection change. 


The notion of "hidden propaganda" brings us 
around to a consideration of those studies which utilize 
informal methodologies in the analysis of primarily 
wiper ty content. This is work which is characterized 
by almost exclusively sub jective interpretations that 
go well beyond the surface details of plot, estimates of 
age and income, and the like. Instead, these studies 
are concerned with less obvious phenomena such as unartic- 
ulated assumptions (e.g., the wealthy are miserable), 
recurring themes (the misunderstood and falsely accused 
hero), and persistent pictorial motifs (German expression- 
Polecets). lypically, anvattempt, 1s made to explain 
such regularities an terms of the cultural ‘or political 
settings in which the films were made. The most academic 
study of this kind is by Wolfenstein and Leites (1950), 
but hMmvomor itt le: political interest. Ine authors 
examined recurrent patterns, or "plots configurations” in 
American films and attempted to account for them in terms 
of psychological processes of film-makers and film-goers, 


and psychological differences across cultures. One such 
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recurrent Themes isvthattor the hero who is falsely 
believed to be a criminal, and the heroine who is 
falsely believed to be a wicked woman. TiYs t.s 
referred to as the "eat-your-cake-and-have-it aspect 
of American films. We can see the hero and heroine 
carrying out forbidden wishes and in the end see 

them escape penalties since these acts are shown to 
be merely false appearance, "26 The analysis, as one 
might gather, is heavily psychoanalytic but carefully 


reasoned, 


Easily the most controversial informal 
pLudy Of inpliciiecontent vs Kracaver's From*Caligari 
puenitler: A psychological History sof the German film. 
Kracauer argues that the persistence of certain visual 
and narrative motifs in pre-war German cinema can be 
interpreted as a "secret history" of psychological 
dispositions pervading Lhatecumeure. =the SPecCihicat Lon 
Bi wehis ‘secret history, he tells us, can “help “us 
understand Hitler's ascent and ascendancy. A central 
thesis of Kracauer is that the German cinema reflected 
the anxieties and tensions of the "collective mentality" 
or "collective soul" of the German people, a soul which 
oscillated between the extremes of tyranny and chaos, 
incapable of imagining true freedom. Here, for example, 


is and excerpt from his discussion of The Cabinet of Dr. 
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Caligari: 
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The theme of tyranny...pervades the 
Screen! irom, beginning) .to jendea! Swivel— 
chairs of enormous height symbolize the 
SUELO tyeOhibne Clty of facied's 

Pura Tngeonwthen, and.) Simalarlyso the 
Grgantic back of -the charr in Alan's 
aula cetestifies, tow thes invisibde 
presence of powers that have their 
grap one hime» Staircases, reinforce 

the effect of the furniture: numerous 
steps ascend to police headquarters, 
and in the lunatic asylum itself no 
less than three parallel flights of 
stairs are called upon to mark Dr. 
Cadiagariliss position, ats the, top, of 

the hierarchy. 


Whether intentionally or not, 
Caligari, exposes the soul wavering 
between tyranny and chaos, and 
Facing a desperate situation: any 
escape from tyranny seems to throw 
Teh. ra, Stabexo, Ulver JCOnPuston. 
ste Lake the, Nazievorld jo that of 
Ualigarz overt lows (with) sinister 
portents, acts of terror and out- 
bDUPSUSUOt Dante... And an thas film 
»--isS unleashed a stong sadism and 
an appetrte cco, destruction. “The 
reappearance of these traits on the 
screen once more testifies to their 
prominence in the German collective 
soul. 2 


The concept of a "collective soul" is very much in 


disrepute among modern social scientists, though terms 


suchyac.("political culture" carry some of the flavor of 


what people like Kracauer were talking about. (Interesting- 


ys, Kracauer himself was critical of another related 


concept, that of "fixed national character.") At any 
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rate, From Caligari to Hitler has been thoroughly crit- 
icized on that score, as well as for the? Mon=ob Jectuvarly ” 
Mivtes thterpretations, and for unsubstantiated assump - 


tions, about what films meant for audiences and producers. 28 


The strengths of Kracauer's reasearch are 
illustrative of the general strengths of informal studies 
Sueenplacit content: (1) his, analysis,and.appreciation /of 
film content is thorough, well reasoned, and sensitive to 
layers of meaning other than the grossly superficial, 
however suspicious one may be about subsequent inferences 
to collective inner urges; he understands the "grammar 
Moin wand the importance. of discussing meaning within 
ene, context, of the. film itself; (ii)ihe reveals a 
Sensatavity to the importance of social systems and 
historical processes as plausible explanations of 
movie redundancies, instead of stopping at more simplistic 
explanations .(e.g.,.producers and, directors are merely 


mimicking proven box-office successes). 


A modified informal approach 


Informal studies, on the whole, are more 
interesting than formal studies because they are more 
likely to capture the richness and depth of film content 
than are mere recitations of nericel data. Indeed, 


formal studies, we have suggested, tend to be most 
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interesting when researchers go beyond their quantified 
data into more speculative areas. The problem with 
informal studies, of course, is a tendency to be too 

sub jective, LOOesanPDLESSLONLSt ic, Loo mwddgosyneracic,. Une 
eapmnot help wondering, on occasion, just whose "secret 
urges" are really on display. It may be feasible, however, 
to avoid the sterility of "objective" film content 

analyses and some of the weaknesses of informal studies. 

A case in point is Raymond William Baker's examination 

of the Egyptian political cinema in the manner we have 
designated "informal": film interpretations are solely 

his own, and he delves into layers of meaning beyond the 
superficial. At the same time, Baker is committed to 
justifying his interpretations with "internal evidence from 
the film," and with whatever external evidence may be 
available, including statements by directors, banning 

by political officials, and assessments by film critics2? 
With some modifications, this is roughly the approach to 


mrimeeconcenc utilized in the present stadly. 


In the first place, we are convinced that film 
should be studied from the point of view of appreciation 
for and understanding of the medium, and not from the 
point of view of what minimal amount of material is 
presumed to penetrate the consciousness of an average 


audience. (This is neither an expression of contempt for 
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"average" audiences nor a belief in limited audience 
Pemprenension;,it is a rejection of a particular approach 
woman scudy.), ‘Film content should be defined and analyzed 
weemim the context of the verbal and visual elements. of 
the film per se, and in the juxtaposition of these elements 
to produce meanings. This presupposes some knowledge of 
film art in general, and a favorable prejudice towards 
the particular material being viewed. By that we mean 
a presumption that the material is intelligible -- that 
Shots, scenes, and sequences will have meaning in the 


Fomtext.of the film. 


This is an important and not necessarily obvious 
point, in that it underscores the difference between taking 
films seriously, and viewing them as mere entertainment. 
the Godfather and its sequel, for example, functioned 
well as crime melodramas; but each film contained material 
that was superfluous to a straight-forward gangland story. 
We made sense of this footage by investing it with some 
socio-political meaning: something was being said about 
corporate America, the Vietnam war, the Catholic church, 
and so on. This does not mean that all segments of all 
films should be treated with equal seriousness. Indeed, 

a crucial difference between good and bad films is how much 
of the material can be made comprehensible, and how much of 


the material functions only as a time-wasting device. 


incelligqgibility, then, ought to be a presupposition 
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until satisfactory interpretation is rendered, or 
until the material is written off as so much useless 


footage. 


Aesecond, critical ‘point 1S the amportance ‘of 
Pentext: if film content is defined as what an informed and 
appreciative observer Says is on the screen, then those 
observations must be justified and debated within the 
eoncext of the film itself. Im Baker‘s ‘terminology , 
interpretations must be supported by "internal evidence from 
mcm atts s lO return to our example, 1f The Godfather 
is said to draw parallels between the morals and methods 
of Mafia gangsters and the morals and methods of 
businessmen, one should specify what sequences in the film 
SUOvDOL Veli uo ely LerTDretavidtrws|o Challenge such an 
mieeroretation, ohe does not simply point out that the 
parallel might have been missed by many filmgoers. 
inetead, one might point out that other interpretations 
of the sequences in question are more plausible, that 
certain inconvenient material was ignored, and so on. 
Our concern is what is on the screen -- the political 
content of films -- withous presuming that such content is 


or is not perceived by most viewers. 


This insistence that content statements must 
be justified by evidence from the film itself is intended 


to be a useful constraint on unsubstantiated, idiosyncratic 
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interpretations. Another kind of constraint is operative 
when one compares one's own judgements Wah Chosevor others, 
a comparison that is all too rarely made in film literature. 
Par .critics and reviewers are certainly appreciative 
observers, and some are surprisingly sensitive to the 
political nuances of popular films. Thus, for many films 

-- and tos virtually all interesting films -- a researcher 
enjoys, in addition to his own detailed observations, 

a myriad of critiques and reviews of varying depth and 
relevance. These, together with the statements film- 

makers make about their own work, can be an invaluable 

aid in establishing what political meaning may be 


legitimately inferred from filmed material. 


WoouevDOLi tical’ <content means 


Having committed ourselves “to “a®largely 
woos l approach to =the=study of frim™ content, Vetus 
turn naw to a consrderation of “the term “political” 
Wire 1dea here’ is not to arque for”or*°against the adoption 
OF fany “particular! definition of ‘terms such “as’"politics” 
and "political system," but to give the reader some indica- 
Drone or which phenomena were considered pertinent 
when the present research was undertaken. These phenomena 


can be divided into two classes: those which are political, 
in a comparatively strict sense of that word; and those 


which are politically relevant 29 
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hOwuvical cComcent an tains means any verbal and / 
or visual portrayal of, or reference to, individuals, 
groups, and processes involved in the determination, 
adjudication, and enforcement of binding decisions for a 
SOerety, (Ine notion of “binding decisions for a society" 
makes this definition primarily government-oriented. By 
and large, the phenomena covered here would be immediately 
recognizable by political scientists, and many laymen, 
fominmerently political, One would include, for example, 
treatments of politicians, administrators, judges, law 
emrorcers, political parties, elections, legislative 


bodies, interest groups, wars and revolutions. 


Certain other phenomena can be called 
Domeuti cally: relevant in*thersense™ that) there varer theoretical, 
empirical, or normative reasons for believing that they have, 
OT ought: to’ have, some bearing on’ the conduct) of politics. 
forvexample, itis ‘a’ itheoreti'cal texpectation’ that "general 
Giispositions? towards! authority figures are’ lakely* tovextend 
to the political sphere; i.e., those whose behavior towards 
family, church, and school is characteristically compliant 
are unlikely to be closet revolutionaries. This expec- 
tation is occasionally supported in empirical research, 
as when authoritarian dispositions correlate with certain 
kinds of political behavior. At the same time, one might 


argue that regardless of any empirical connection. between 
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authoritarian values and matters such as election 
outcomes, authoritarianism is a normatively undesirable 


Smarecveristic of a political culture. 


Generally, then, politically relevant content 


in films means any verbal and/or visual material pertain- 
ing to matters such as: good and evil in human nature; 
what constitutes a good society; patterns of dominance 
and submission in society; modes of conflict resolution; 
socal and political differences in society, including 
references to class differences, group interests, racism, 
Pie sO ).O%s motivational and dispositional phenomena of 
political interest, including wants and needs, beliefs, 
attitudes, values, and opinions; and any discussion of 
issues or problems of a public nature, including 
references to matters such as women's role in society, 
Indian land claims, invasion of privacy, drug addiction, 
and so on. These examples are intended to be general 


and illustrative, rather than specific and exhaustive. 


The -two, definitions, taken! together, reflect 
an extremely broad notion of the kind of film content 
that might be considered political, and we are mindful 
of the problems inherent in this. The present Stugva 
for example, involved an analysis of commercial films by 


a single researcher. It became necessary at a very 
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early stage in the research to make some judgments about 

how much ostensibly HONE La Ca Ole politically relevant, 
content would be considered germane; or for tChatomacter, 

how much could be adequately noted by the researcher. The 
definitions include, for example, filmed portrayals of pol- 
iceman, though clearly it was not feasible for a single 
researcher to make detailed notes on every portrayal of 
every policeman inpscores of fiims., But any portrayal or 
discussion of policemen that could be construed, by implica- 
Peomecr Otherwise, as a istatementof some kind was certainly 
noted, and with as much detail as possible. A scene, for 
example, in which a policeman stole an apple and subsequent- 
ly winked at the camera, while a fruit vendor's back was 
turned, Was not interpreted as an illustration of police 
PoGEwpLcTon. but such a statement might well be implied 


Men, in another, film, a reporter casually exclaimed: "The 


cops ss ghe cops. (They'resall ion the take. Everyone ‘of them. 


Why, then, was it necessary to commit oneself to 
euchra broad derinition of politics: in’ the first place? 
Because it was impossible to anticipate the subject matter 
that films would deal with, and a narrow definition of 
politics would undoubtedly have proven too restrictive 
once the project got underway. As subsequent chapters 


will show, one needed a definition of politicalycontent 
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that would accomodate: a film in which sports and dope 
dealing are shown as common avenues of social mobility 
for young urban blacks (Aaron Loves Angela); a film 
apoutya homicidal cabbie (laxi driver); a spoof about 
chemical and biological warfare (Whiffs); a film which 
challenged the values of conformity and submissiveness 
Poeauchority (One Flew, Over the. Cuckoo's Nest): a film 
Spovitwanrape, Victim (Lipstick); ja film about a third 
party presidential candidate and the assassination of 

a country music superstar (Nashville); and a film about 
Pevace MOralyty an conflict with military honor (Conduct 
Unbecoming). These are only examples, of course, and 
Ene films Varied greatly in quality and importance. § But 
each of them was of some obvious political interest, 
mmdrancerinition of political content that excluded any 


of them would be altogether too narrow. 


An overview of the present research 


The researen that Wail be discussed in the 
chapters which follow was an analysis of political and 
politically relevant content in contemporary commercial 
films. The study was of an exploratory rather than 
hypothesis-testing nature, and was intended as a preliminary 
inquiry into the prevasiveness and cepcn of pelitica, 


content in a designated group of movies. 
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The films chosen for the study constituted a 
non-random sample, and included all contemporary films 
approved for commercial exhibition in Alberta during the 
period October 1, 1975 to March 31, 197621 A film 
Was considered contemporary if its copyright date was 
1974 or later. The sample was suplemented by several 
foviec uhnich technically did not.fit into the six-month 
Pefiod specified above, but which were contemporary, 
commercial, available in local cinemas, and of some 


political interest.>4 


The six-month period from October to March was 
selected because it included the peak periods just prior 
to Christmas and Easter when a great many of the year's 
major commercial releases are submitted for approval and 
Slaccit ication; normally. that. 1s, the. busiest. period for 
non-major releases as well. (The "summer doldrums" for the 
commercial cinima tend to start in April or May, reach 
a peak during the mid-summer period, and taper off towards 
early September.) In other words, while the sample was 
in no sense random, it did include the film industry's 
total new commercial output for a significant North 
American market during peak release months, and it was 
supplemented by other commercial fare included on the 
grounds of political interest and availability. [his 


yielded a total sample size of ninety films, and these 
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are listed in Appendix 'A'. 


Each film was viewed at least once by the 
author, and notes were taken about any content which 
Seemed particularly interesting in terms. of. the definition 
Or politics and politically relevant content outlined 
above. A checklist of questions had been Se eeee earlier, 
and these were referred to from time to time over the 
Six month period as and occasional reminder of what one 
igneto pe hookang fior.) jhewchecklist, is’ included: in 
Appendix 'B'. The fundamental question asked of each 
meme was: | What isin, here «of, political interest?" The 
more specific questions are merely illustrative of 


this central concern. 


In addressing oneself to this central question, 
several levels of analysis were utilized. First, we 
collected comparatively non-controversial explicit data 
Boovteritims and characters in films. These include 
descriptions of who was in the film (age, sex, occupation, 
etc.) and what happened to him or to her (the details of 
plot). The character descriptions were limited to major 
characters and significant characters in explicitly 
political roles. Our intention here was not merely to 
compile an inventory, but to investigate the possibility 
of relationships among variables. For example, given 


that some major characters were policemen and some outlaws, 
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A second level of analysis involved information 
about the beliefs, attitudes, values, and other political 
psychological or political cultural phenomena, which could 
De anferred for major characters and for characters in 
Guvrous political roles: Evidence for these attributes 
could run the gamut from explicit statements by or about 
the character in question, to non-verbal behavioral 
indicators. Information of this kind was collected when 
available, and when the film was sufficiently interesting 


to warrant more complex analysis. 


We sthard:, andimost complex, level of analysis 
involved a detailed consideration of what deeper political 
meanings might be gleaned from the film as a whole. Here, 
One was concerned about the socio-political system in which 
the film was set, a detailed consideration of what the film 
was saying about the society in which it originated or 
about the world in general, and assessment of the political 
fPelevance of the film in terms of its portrayal .of “human 
nature" and the causes and consequences of behavior, and, 
very generally, an assessment and evaluation of the film as 
a political statement. This level of analysis, which was 


the most important one, entailed a heavy reliance on the 


observations and judgments of the writer. These will be 
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argued on the strength of the internal evidence of the 
Fal ; and, when possible, they will be discussed in 
conjunction UULH Eee wT Udgments sof, ,othens.. psbh us <most 
complex level of analysis was limited, for the most part, 


tosthe most politically interesting films in the sample. 7 


Finally, we have attempted to compile background 
information on directors and screenwriters, who were 
Poesiimed to be “the primary and secondary ‘'authors” of 
films respectively. This latter prejudice was and will 
be sustained in the absence of compelling evidence to the 
contrary, and will be qualified when the available evidence 
warrants it?% The designation or the director as principal 
auLnof Of @ Film is’not- an affirmation of the auteur 
theory of film criticism.-2 It is a simplifying assumption 
paced on a conviction that, in the long run, the director's 
mame is the best single predictor of film quality; less 
confidently, one suspects that the screenwriter's name 
would» be the next best predictor of quality. This kind 
of information was collected in the expectation that 
bolitical content in films could be related to the back- 
grounds and socio-political values of their creators, 


though the specification of such relationships will not 


be attempted here. 


Having collected data on ninety films, our 


first task was to organize it, notwithstanding the 
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uncomfortable fact that there was no obvious starting 
point. Accordingly, we have devised a classification 
scheme for the ninety films, with categories based on 
the prevalence and nature of political content. The 
classification will be presented in the next chapter, 
which will also include a detailed discussion of many 
of the films from the first three categories of the 
five-category typology. The two subsequent chapters 
will involve a more thorough consideration of the two 
Most interesting categories in this classification 
scheme.’ In chapter five, our concluding chapter, we 
address ourselves to the specific question of politic- 
ial figures and how they are depicted in the movies, 
and we shall attempt to place our sample of films, and 
Our research findings, in their historical context; 
finally, we shall consider some of the broader impli- 
cations of the research and argue for a reconsideration 
of the whole question of political content in commercial 
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ENDNOTES. 


Quoted in: Andrew Kapkind, "Hollywood Politics: 
peares, Minds and Money, " Ramparts, Vol,..13 (10) 
pp. 45-48, 


Quoted in: "Kubrick's Grandest Gamble," Time, 
Peto re lion Op. poe a O. 


Jaws was directed by Steven Spielberg from a screen- 
play by Fecer 'Benchley ‘and Carl Gottlieb (with help 


From John Milius), based on a novel by Benchley. Many 
or the examples cited in this chapter are films: which 
have enjoyed considerable popularity. This was a 


jemiberace Choice because our interest is, after all, 
the commercial cinema, and because popular films are 

the ones which potential readers are most likely to have 
seen. Hore tine Most part,’ however, “the examples “are. not 
part of the®* sample of “films which will be studied Gn 
detail in later chapters. These are listed in Appendix 
nA 


We are aware that this is a simplification of sorts. 

In the first place, assuming that political 

cynicism can reasonably be read into the film, it is 

not necessarily the case that an indictment of all 
actual politicians was intended. Such an inference 

is not farfetched, however, since the film presents us 
with no contrary instances whatsoever; and clearly 

im the context’ of the’ film, polaticians. are® a self-serv- 
ihr Pot. 


Secondly, at as not clear: to whom ‘this’ cynicism’ can 
bes faarily ‘attributed! '--— Spielberg, Benchley, or, 
Portnnat matter,,s the producers, Rachard’ Zanuck and 
David Brown. The question of film authorship is one 
that is briefly considered towards the conclusion of 
tniis ‘chapter. 


Finally, one may be "taking the thing too seriously." 
Ine celreserving mayor, it canbe’ argued, As ‘onty*a 
melodramatic device that serves to keep the beaches open 
and get swimmers into the water, so audiences can 
experience the tension and gore that are the real 

heart of the film. Perhaps. But in choosing plot 
devices, one chooses their implications. Surely a . 
different statement would be implied, for example, if, 
in the heat of the July weekend, foolhardy bathers 
defied a swimming ban which had been wisely declared 
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and courageously enforced by the town fathers. 


It is worth noting that the political implications 
OielawSs were not lost on laymen. . The author has had 
occasion to.discuss films at local high schools during 
the past several years, and, without prompting, twas 
evident that this content was perceived by many 
Scudents. “Coincidentally, “an “editorial. inthe 


Canadian magazine compared the "serious theme" of Jaws 


to controversy over radioactive waste disposal sites 
Hoc ncwared Of Port Hope, Ontario, and likened Port 
Hope politicians and commercial interests to their 
fiimecounterparts “in Amity. See: Jack Ludwig, "The 
poce nope Nitenma: Whether or not’ to Cry Shark," 


fitieecanaddtdan.. March «20% (TO7GS * py 3°: 


While we have not defined the commercial cinema in 
terms of popularity, the latter variable is an 
interesting one to consider. It has often been said th 
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at 


pOLICiICS Isethe,Kiss--of adeath ‘at the box office, and ‘one 


wonders if this is indeed the case. Are those 
commercial films which are most interesting 
politically the least likely to succeed financially? 
Some evidence will be brought to bear on this 
question. 


ine tdea that feature frlms are carriers of “political 
CUteure appears, in) One Guise or -another,’ in 4a 

variety of film comment and research including: Jones 
Goo e eKkracauer (1947)),*lewin Clo7t), Melnick —Cro74), 
Prexowicz * (1974) " Huiaco, (1965); Kanon (1I974),. “and 
Jarvie (1970)2° “The ‘notion ‘of _films being system 
supportive and system critical is an adaptation of 
iagemuai an baker (L974). “For. a Useful general 
Giectsstom of politics in film, see Furphammar “and 
Isaksson (1971), “especially ‘pp. 242-247. 


One must qualify this inference, because, compared with 
Aperican films, tew French films are exhibited in 
Alberta (commercially or otherwise). So we are deal- 
ing with a highly biased sample, and caution must be 
exercised when speaking of French cinema as a whole. 
Similarly, the films of Antonioni, Fellini, and Lina 
Wertmuller are not typical of Italian cinema, though 
they constitute the entire diet of Italian films for 


many North Americans. 


a: Jarvie, Towards acoctoLo of the Screen World 
(London: Routledge & Kegan Paul Ltd., 1970), pp. 137- 


LD Bis 
Ibid., pp. 405. Also quoted in Baker PhOy aa). 
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Joseph Kanon "The Parallax Candidate," The Atlantic, 
PUGUSL, aos Dei G2.. (Emphasis. added.) 


Woted in: Stuart #M., Kaminsky, Don Lede eDArecLtor 
Vela Vvaria, Curtis, Books.) 1974)... p.. LOG. 


See,.10r example:, (Pauline, Kael,, Kiss Kiss, Bang 
bandcNew VOrkealittle, Brown & Co., 1968). pp. 
ODIO =O 9d x. 


MeDOrcedwaine. otephen, arber,.."“Coppola and . 
Pie cOdnetherey Sl Ohi. ahd Sound, Vol... 4104). p.. 223. 


Walking Tall was a phenomenally successful movie 
alimvegedily: based)on the. life of Sheriff. Buford. Pusser 
of McNairy County, Tennessee. The film contrasted 
facmer sharply with ‘the known, facts of Pusser's 
Sabeer.. according, Go. Pauline, Kael... “he, Current 
SIHeia, wae. Nev Ornker., (Feb..25., 19/4, pp... L00-106. 


Joseph, R.. Dominick, "Children's Viewing of Crime 
Shows and Attitudes on Law Enforcement," Journalism 
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Depictions of sexual behavior and scenes of realistic 
violence are evidently, for conservatives and liberals 
respectively, the major areas of concern about the 
effects of film content. The alleged evil effects of 
sexual pornography have yet to be demonstrated; see, 
for, example:.. W.9W Cody Wilson and Michael J. Goldstein, 
Pose. ‘Pornography. “Attitudes, Use, and er fects, 

a collection of “articles in the Journal. of Social 
Mocec se Vole 299105), (loro). ‘While -ehere is much 
Ctrrent interest in the effects of filmed violence, 
research results are mixed. A communications 
researcher accurately predicted this in 1963, when he 
considered the question of whether screen violence 
inereasea levels of aggression: "I will offer odds 
that the final answer will be susceptible of summary 
in Berelsonian terms, i.e.. that some types of 

depicted violence will be found to have some types 

of effects on the aggression levels of some types 

of children under some types of conditions, or -- 

yes, and no, both with provisos." Joseph |. Klapper, 
"Mass Communication Research: An Old Road Resurveyed,” 


Public Opinion Quarterly, Vol. 27 (1963), p. 518. 
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Because of the number of works cited, most references 
in this chapter will be made using the "keyed 
bibliography" convention. Elsewhere, and especially 
when material from a work is quoted directly, complete 
Footnote citations will be given. Because of the 
large number of individual film reviews cited in 
Chapters II to IV, a special convention will be used 
and will be explained in the next chapter. 


The formal/informal dichotomy alluded to in this 
section is not always a sharp one, and generalizations 
about each group of studies should be interpreted 

with some caution. It is not the case, for example, 
that researchers who employ formal techniques examine 
entirely superficial content; and those who use 
informal techniques are not uniformly heedless of 
external opinions and evidence. 


More important, perhaps, is the fact that materials 
grouped under each heading vary greatly in subject 
matter and quality. Some of Dale's analysis, 
for example, is based only on plot summaries. 


Also, the articles and books discussed are but a small 
sample of the available film literature and pertain 
only to content studies. For thorough annotated 
bibliographies of this literature, see Jarvie (1970) 
and Rehrauer (1972, 1974 and 1977). 


Dorothy B. Jones, "Quantitative Analysis of Motion 
Paeture Content." -Public)0psaniom Quarterly a Vol. 6 
OLGA?) 5) pei rast! 


Merde. p. 415. 


Joseph R. Dominick, "Crime and Law Envorcement on 


Prime-time Television," Public Opinion Quarterly, 
Pores (2). Dp. 20. 


While it is not exactly clear why formal film content 
studies are in decline, one suspects the joint effects 
of two related phenomena: (I) television replaced 
movies as a target of public concern because it was 
more pervasive, and seemed to quickly acquire a 
reputation for being the most "influential" of the 
mass media; (II) further to this, voluntary and 
government imposed film classification systems eventually 
rendered much controversial film bahiahae ern 

fs) eople, who were widely believe O 
eee eee, and most susceptible to the hypothe- 
sized evil effects of media. At any rate, these 
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Same young people were spending many more hours in 
front of television sets than at the movies, and it 
was only a matter of time before researchers began 
to wonder, for example, how many acts of violence a 
child witnessed on prime time television during 

the course of a single week or a single season. 


These examples permeate the literature on "problem" 
Or "message" films. Most of them are mentioned, 
DOCSexXanple, on: Richard Dyer MacC ann.” “The 
Problem Film in America," which appears in Film and 
society (New York: Charles Scribner's Sons, 1964), 
an anthology edited by MacCann. 


Leif Furhammar and Folke Isaksson, Politics and Film, 
MaegeeKer oli se rencn, | London: Studio Visita ,99197 19s 


Deas 


Furhammar and Isaksson seem convinced, however, that 
some commercial films implicitly betray an ambival- 
ence towards the very attitudes and values they 
PReMOSLenSiD LY, -againge, | Ihe sound ron Music is 
supposed to be hostile to Nazism, they argue, but 


iat acu glorifies values “not, unlike" Nazism. Among 
these are "a patriarchal view of man and woman," and 
chauvinistic nationalism. SOC Odes le, 1 i se ee 


argument is very week. 
eer ke Naway w tetenya AI 


Martha Wolfenstein and Nathan Leites, Movies: A 


poyenological ,tudy,,(alencoe, 1). The tree (ress, 
Topp) 245-244. 


Siegfried Kracauer, From Caligari to Hitler: A 
Psychological History of the German Film (Princeton: 
Princeton University Press, 1947)) pp. 972, 74. 


See, for example: Jarvie, Towards a Sociology of the 
Screen World, pp. 132-133. 


Raymond William Baker, "Egypt in Shadows,” American 
Behavioral Scientist, Vol. 17 (3), pp. 394-395, 415. 


Thaicsenotion ci, the “political” 1s freely adapted 
from several sources, principally David Easton, 


The Political System (New York: Knopf, 1953) 2 
of "politically relevant" content embraces phenomena 
normally discussed under the rubrick MDG ate Lae 


culture." In particular, see: Robert D. Putnam, 
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"Studying Elite Political Culture: the Case of 
pideology! 7) American) Polvtical! Science Review, 

Viol. GD (107 208) pp.) 6pil=652% The perception of 

what is politically relevant, by a researcher or 

by an audience, is partly determined by the 
fistoricalrcontext io. which the film 2s viewed. 

A film which effectively dramatized the routine and 
working conditions of an "ordinary" housewife 

would probably be interpreted as a political statement 


imsthe late seventies. The same film might well 
WaveubDeen considered void of political interest 
fifteen or twenty years ago. One suspects that 


a reciprocal relationship may be involved here: 
haims May retlect some of our concerns, as well as 
determine what we are concerned about. 


This research was conducted while the author was a 
member of the ‘Alberta Pilm Censorship Board. All 
commercial films must be viewed, approved and 
glassifmed iby the board prior to any public 
exnibprcoLon, in jhe provinee. 


Nashville, for example, was playing locally for a 
period of several weeks after this research began, 
though it had been approved well before the viewing 
Pemmogebechinucally <cuarted, AdisdvthesPresidentis Men, 
on the other hand, was approved shortly after the 
viewing period technically ended. Since no 

pretense was being made about the randomness of the 
sample, it seemed foolishly rigid to exclude from 
consideration two films of such obvious poititical 
interest. 


The differentiation among several levels of analysis 
is somewhat similar to a distinction among three 
classes of statements representing different degrees 
confirmation, in: Wolfenstein and Leites, Movies, 


A Psychological Study, pp. 304-307. 


For Virtually all films in the sample, a minimum of 


one brief plot summary and/or review has been published. 


The more interesting films in the sample have been 
analyzed in a variety of publications. 
See Appendix 'A'. 


The auteur theory, in its various manifestations, is 
not reducible to the mere designation of the director 
as principal author of a film. Other assumptions and 
values are involved. For an excellent statement of 
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these, see Wollen (1969). Andrew Sarris, however, 
is considered the chief English-language proponent 
of the theory. See his "Notes on the Auteur Theory 
tage 2,” which is reprinted in Sitney (1970). For 
an effective critique, see Kael (1965). 
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CHAPTER TWO 


SOE OM ALAS he 15. 0b 


CUNEO Lia CAME TEMS 


PEVerVEhanG: sipolttitces.;honey..: 
-- Billy Dee Williams 


AEOPAV OU. maybe Nel, Lon meso 


-- Diana Ross 


(from Mahogany) 
introduction and classification scheme 


In the present chapter and in the several which 
iemtow, two objectives will be kept in mind. Farst, ‘since 
He is reasonable to assume that the reader will not have 
seen most of the films in the sample, we wish to present 
an overview of the ninety films which have been analyzed. 
This overview will be accomplished by the useful, if imper- 
fect, device of a classification scheme for films that is 


based on the prevalence or "quantity" of political content 
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eeceanterest, and oh the way that content finds expression 
Semuwaetner, tor example, as a sub-plot in a run-of-the-mill 
love story, as a subtle undercurrent permeating an osten- 
Sibly non-political film, as a relatively clear-cut 


message,’ Or as a set of propositions that cannot be 


reduced to a single, simple message. 


Since each of the ninety films cannot be discussed 
Muegreat detail in this or subsequent chapters, a second 
Beyective here will be the explication of our methodology. 
This will be accomplished by discussing in some detail one 
Or more films from each of the several categories -- in 


most cases a variety of films, and in some categories, all 


films -- in order to give the reader an idea of what each 
film was about and how and why it was categorized this way. 
We shall begin this chapter with some observations about 
payee reason for, and the limitations of, our classification 
System, and then proceed to introduce each category begin- 


fame with the least politically interesting. 


The classification scheme which we have developed 
is intended primarily as an organizing convenience, a 
framework around which the sample of films may be discussed 
with a minimum of the confusion that would result were the 
films treated, say, in simple alphabetical order. The 
categories were not logically set out prior to the re- 


search, but were devised to accommodate the ninety films 
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at hand; there is no category: that includes documen- 
taries, for example, because documentaries were excluded 
from our sample. In this sense, the categories are in- 
Pompbete, though the system is useful in at least two res- 
pects: (i) it enables us to meaningfully resolve the 
Present sample int’ five distinct sub-groups which ‘are 
manageable, from the point of view of organizing the 
material, and which make some sense in the light of our 
political interests; (ii) while the system is both crude 
and specific to the present research, it does lend itself 
to further modifications and does itself involve finer 
distinctions than alternatives available in the published 
M@iteratire Ce.q., a simple dichotomy between political “and 
non-political films, or between message films and all 
Oiumers, or between films which are system critical ‘or 


mes ti te). 


It should also be emphasized that the classifi- 
Cation scheme to be used in the next several chapters is 
foiecne “hinal word," even tor the present research. In 
the concluding chapter, for example, we shall have occasion 


to focus our attention exclusively on films in which ficti- 
fous (or real) political candidates or office-holders are 


portrayed. This in itself implies a simple division of 
the sample into two categories, and so constitutes another 
kind of classification scheme. Similarly, when one dis- 


tinguishes between American films and the films of other 
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countries, or between westerns and romantic comedies, other 
classification schemes are implied (i.e., classifying by 


country and genre, respectively) 1 


For the moment, a more useful perspective may be 
achieved by resorting to a classification scheme in which 
political considerations are consequential. We have incor- 
porated into this system two ideas: one, the notion that 
mivere are different types of politically interesting films, 
and two, the realization that within those types, some 
films are more interesting than others. The former idea, 
which is the more important of the two, prompts an initial 
classification according to type; the second leads to a sub- 
division of each type into primary and secondary instances 
OF the category in question. Letius: illustrate with a 
sample, hypothetical) examples” Spy ystories: constitute a 
Certain type of politically interesting movie, dealing, 
let us assume, with questions of nationalism, patriotism, 
state morality, assassination, invasion of privacy, or 
even government administration. But all spy stories are 
not of equal political interest. Some go to considerable 
lengths in exploring those questions, while others are 
merely "touching the bases." Thus, films that are of the 
same type vary greatly in interest and significance. (In 


the classification system to be outlined below, spy stories 


per se do not constitute a distinct category.) 
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After some reflection and a number of organizing 
attempts, the following five categories seemed most suit- 
able as descriptions of the kinds of films appearing in 
our sample. Each will be defined briefly before further 
explication throughout this chapter and the two which 


follow: 


ae Films of minimal polutical finterest. 


lots tise tie sinplests category of “alls and 
ancluides (Chose films which, in our judge- 
Hone. ove wore rritatiy= nO. political im 
rebestiwnatsoever, Primary, instances, of 
Lhispeategony, are. films with isolated, 
Picidental political material ‘that is 
unsustained and undeveloped (e.g., The 
Sunshine Boys), while secondary instances 
of the category are films barren of even 
Ene most trivial political ‘content (Carry 
On Behind). 


ii. Social stratum or sub-culture movies. 
These are films which, though not typically 
explicele Un) ChGELeE pOLTeLcs, .atbaln some 
Dihutcal Interest and signi icance, lu so 
far as they dramatize the conditions or 
life styles of an identifiable sub-group in 
a society. The sub-group may be defined in 
terms of conventional demographic variables 
such, asunace . ethnic. Oni gin... social “class, 
and so on. Primary instances of this cate- 
gory are films in which those conditions 
are presented in some complexity and with 
some sophistication (Lies My Father Told Me), 
while secondary instances are films in which 
the presentation is brutally brief or 
simplistic, or quite tangential to the major 


thrust of the film (Sheba Baby). 


iii. Melodramas with politically interesting sub- 
plots or implications. This, the second 
largest category of all, includes films from 
a variety of conventional movie genres -- 
romances, comedies, thrillers, Westerns and 
Boon. in which political jor politically 


relevant content features importantly, but 
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in a clearly subservient relationship to 
the main thrust of the film. We are speak- 
MiGwiche .Of politiveal content that is rather 
more substantial than the isolated refer- 
ences alluded to in the "minimal political 
interest)” category, and films which are, at 
best, only marginally concerned with the 
circumstances of a sub-group. Primary 
instances of the melodrama category, as we 
Sail calliitycere films in which the pol- 
irre! coieent. ws. more or less straight-— 
Forwarded and explicit (Mahogany), while 
secondary instances are films in which the 
polivticaljamplications are less substantial 


Oretodie rt shail va Lot, 
Issue or message movies. This, of course, 


is a conventional designation for certain 
kinds of films and our meaning is similar 

tG tne, traditional one. Message films, for 
Our purposes, are films involving a pre- 
occupation with a more or less clearly 
articulated social issue or problem, about 
which a point of view is presented or stand 
taken. These differ from sub-culture movies 
in that the articulation of the message 
seems more salient than a mere descriptive 
rendering of the circumstances. in which .a 
group finds itself; and the message itself 
may be pertinent across sub-groups. Primary 
imstances Of this category jare falms inv which 
the message or statement permeates the film 
Cirestick), whilersecondary Instances are 
films in which the message is less obvious 
and occasionally subservient to other as- 
pects of, the film (Lisztomania). 


Movies which include complex social and 
polrtitcal analysis. his, from our perspec— 


tives. 1sitche most interesting, category, of, 
all, and includes films which involve -- 
aewaaprancapal aspect of, their content .=— 
view OF individuals in society that em-— 
phasizes political relationships and values. 
These are movies which are explicitly and 
implicitly political, and which are typically 
complex in imagery and nuance. Analytical 
movies (our abbreviated designation for 

this category) contain a wealth of conno- 
tations which emphatically cannot be re- 
duced to a more or less simple message; 
their political content transcends the 
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status of sub-plot and their perspective 
is broader and more unabashedly political 
than is the case with sub-culture movies. 
sence fT Limne an the analytical category are 
EicwclAGeRofnouresampleguthene isea-segse 
im which they are all primary instances. 
Nonetheless, the latteredesignation ican 
Osefvuily differentiate the outstanding 
political statements in this category 
(e.g., Nashville) from those films which 
are more borderline cases; The Killer 

Bie ceandmiipeenhbays. of therCondor, for 
example, can be considered secondary ex- 
amples in so far as one could reasonably 
contend that both films are merely melo- 
dramas with interesting political sub- 
plots, rather than being seriously analyt- 
Peat. (That dsenotsoutcviews«acnvill ube 
seen in a later chapter.) 


This last point illustrates (if any illustration 
were needed) both the highly subjective nature of these 
judgements, and the notion that there are grey areas be- 
tween categories, rather than sharp lines. In particular, 
the following should be noted: (a) While melodramas, sub- 
culture and message films, as we have defined them, are 
approximations of mutually exclusive categories, the second- 
ary examples of those categories tend to merge with the 
"Minimal political interest" category. (b) While the prim- 
ary instances of the analytical category clearly transcend 
the lesser categories, the secondary analytical movies could 
arguably be designated as melodramas, message or sub- 
Culture films, as defined above. Diagramatically, we 


envisage the configuration presented in Figure l. 


Because the categorization of films in this 


a 5 a r 
i : 
gion 
@ a i ny 
as 4 c 7 
- wa . i ss 
; } ee 4 
ie 
iy 
: Pe 
i a) Viti we oO og 
oe. ery —. 
mek Som on ISDEOTE 
° ad 
; 12 2S Vr. p Tee 
J eh) yy} AL 2eelit 4 pri Le 
f i | i, : “po 70 “ ‘ee. : 
of f yz 4 aaki 
i“ | > 
¢ 2 
, { | es 
s 


q 4 a& 
4 9% 
4 ® 
I 4 
- ~ ata FTE i 4 * 
I ~ ' ‘oO ‘ id oT J 
-_ [. . 
at?G = ee | lL ef 
n an | 
if J ‘ 2% eiiite) 
‘s 
; f sri- ‘jJpa 
ny sy ; ; q¢ “J, fi 
i ' 
; ii. were «8 
- ~ ray? ae oD Lueie 
. sha P 
. a “4 g ye "1 sis e<¢ 


ad) ee <a Vl ie tom Ve pap: | aps ie 


_ rr 


_* Wd ghien Ga sian ayans e astq baal 


o 
i 
ir 
. 
Te 
-_ 
—_ 
> 
7 
- 
a 
- 
7 
9 
>. 
fe 


(lsely (Toned ay, teas Iv belie, GAs te: 
riwe7 286i von a bivierie i clr ae aa ir beunaaed sane) 


if 
ove “YO 1G ‘<=. om 2 gt ree ‘bed atigs wat phe Lee tl. 
mes 


Aerie 
a Ow VV inb ii 190, 


wubee t able » ae fee fi¥ wtudiuc 
14 RUBE S TRE Nosh Se ve 2 pope 

od ee , 
Bee oa afer 


a | ambit jo anezs Paece : " ak. mae 
7 oil | [pea 7 ~ = "=< -) 


57 


manner is so much a’ function of intangibles such as taste, 
interest, and, perhaps, idiosyncratic perceptions, it 
should come as no surprise that some of our choices will 
peycontroyersial. A dramatic instance of this might be 

the designation of Robert Aldrich's tough, brutal police 
movie, Hustle, as analytical, while The Romantic English- 
woman is accorded no such status though it clearly reflects 
tne spolitical convictions of its director, Joseph Losey. 


Fig. 1. -- Diagramatic representation 
of ‘the five categories defined in ‘the text? 


POMEL SUC RAL, AND POLITICAL “ANALYSES 


Primary 
secondary 

MESSAGE MELODRAMAS SUB-CUL TURE 
Primary MOVIES MOVIES 


Secondary 
NGvteS OF MINIMAL POEDTICAL BN CERESYT 


Primary 


Secondary 


This seems inevitable in an enterprise such as this, and 
-- though our choices are very definitely defensible -- 
Eneereader is at liberty to "correct" any alleged injus- 
tices to favorite directors. The more important factor 

is that the classification system is perceived as intelli- 


gible and sound, and is understood as the organizing prin- 


Cipie it is intended to be. 


We shall now put this organizing principle into 
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practice. For the remainder of this chapter we shall con- 
cern ourselves with explicating the "lower" three categor- 
Hes, as we discuss films of minimal political interest, sub- 
culture movies, and melodramas with politically interesting 
sub-plots. We will conclude the chapter with some tenta- 
tive, general observations about this large block of Films, 
many of which will not be referred to again in this work. 

In subsequent chapters, we shall discuss films in the gen- 
erally more interesting categories -- issue or message 
movies, and movies with complex social and political analy- 


sis. 


rms of minimal DOreithe a Ls tere oe 


These films, of course, constitute the thinnest 
possible Vein of political content, and we will spend 
Correspondingly little time discussing them. Admittedly, 
it is possible to "make something" political out of any 
film, and our awareness of this point should be apparent 
from the previous chapter. The interpretation of films is 
a function of both the objective content, and the way that 
content is used (or processed) by the viewer in the light 
of his or her experiences, consciousness, and, one supposes, 
inventiveness. Clearly, however, some interpretations are 
grounded less in the film content itself than in the sub- 


jective appreciation of the viewer. The Sunshine Boys, for 


example, is a film about two veteran vaudeville comedians -- 
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formerly a team, now separated and feuding -- and a nephew's 
endeavours to reunite them for a sketch that will be part 

of a television special. The, film can be "experienced". as 

a poignant statement about the plight of the aged in American 
geeeey, but) there is, little. in, the film that. begs or, .en- 
Bolinages that interpretation; it is, to our. knowledge,. a 
highly idiosyncratic view, though the movie incidentally 


Peminds us that aging can be a difficult process. 


Also of minimal political interest are three 
movies which pay sporadic lip service to the anti-psychia- 
try, anti-medicine theme of exorcism movies -- Beyond the 
moe. lie Devil Within’ Her, and The Anti-Christ, in which 
the father of a demonically possessed child says of 
Meayenwtatrists: “All they can do is put a name on things 
they can't understand." A minor sex movie, Kitty Can't 
Help It, includes a passing swipe at racism and a brief 
parody of evening news programs, before concluding with 
an unexplained, sarcastic dedication to the "intolerance" 
Of the Screen Actors' Guild. Mary, Mary, Bloody Mary 
sometimes alludes to, but never develops or explains, the 
"pDolitical implications" of an F.B.I. agent's investigation 
of a homocide in Mexico. In The Bad News Bears the values 
of competition and winning at any cost are questioned, in 
the content of organized children's baseball, but the 


issues are ultimately side-stepped without any exploration 


of their broader implications. 
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Clark Gable and Carole Lombard are patriotic in 
Gable and Lombard, and they are also seen as courageously 
defiant of studio authorities and public opinion in the 
Bemcuee of their .love,-affain. Hindsight thelps the film- 
makers construe Lombard as a somewhat consciously "lib- 
erated" woman -- as when she says of her eccentricities: 
ieeeuamn thing is so, set..up, you can only make, it..if you 
awe eballc 7.7. ..so Thad) to grow some." .In, a more. child- 
like vein, Gene Wilder pokes fun at authority figures in 
The Adventure of Sherlock Holmes' Smarter Brother, but this 
is a minor and incidental aspect of the film. Against a 
Crooked Sky and Pursuit are set in the American West and 
ere Of passing interest in their,portrayals of Indians .-- 
as noble savages and unpleasant primitives, respectively. 
Borsuit includes sympathetic references ‘to, broken treaties 
and Wounded Knee, but both films affirm the values of 
wugrbe. Christian civilization; and Pursuit 1s especially 
@ifensive when, by crosscutting, the Indians and their 
environment are unfavorably compared with a white settle- 
ment -- a cozy town, gleaming church steeple, warmly lit 
cabin, young, attractive woman taking a pie out of the oven, 


and so on. 


Diamonds and Killer Force are "caper" movies 
about diamond thefts in Israel and South Africa, respect- 
ively. Apart from portrayals of police and security 


people, one must make whatever politics ene Can,of gthe 
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fact that the erstwhile thieves in Diamonds have an Arab 
guide; or that Peter Fonda, in a desert-bound jeep in 


baster Force, responds to a radio request to state his 


position: "I'm opposed to all governments." Killer Force 
is also notable for senseless blood-letting. Welcome to 


My Nightmare and Stardust are about rock music performers. 
Beardust is about the rise and fall of a young pop star, 
and includes an offhand reference to the assassination of 
Hope. Kennedy), and indications, from time,.to time, that 
pop music is an important avenue of social mobility for 
working class young people in Britain. Welcome to [ly 
Nightmare is a concert movie with Alice Cooper; it is 
politically interesting to the extent that one can be at 
all serious about Cooper and hosts of British teenagers 
SyouLing, and singing the, likes.of:, "We're; the Department 
Srey outh/We got the power! ....Who.'s got, the power?.. WE 


aoe 


These, we must reiterate, are very brief and 
relatively insignificant excepts from films which run 
anywhere from 75 minutes to two hours or more. Films 
which we judge to be of no political interest whatsoever 
are even less promising. One example will suffice. Echoes 
of a Summer is a reasonably well done film about a middle- 
aged, well-to-do couple and their relationship with one 


another and with their twelve year old daughter, who is 


dying. The movie functions entirely on the level of 
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private sentiment, focusing especially on the father- 
Gaighter, relationship. .It is, quite frankly, a "tear jerker, " 
and barely hints atibroader social concerns -- unless one 
wishes to make something of the couple's comfortable life 
eevee, or the: fact that: they employ a housekeeper who 
disapproves of them because they are not conventionally 


Pei gious. Slim prospects indeed. 


Films in the minimal political interest category 
Sieerypiiied, perhaps, by Watch Out, We're Mad which, for 
that reason only, is worth considering in a little more 
detail. The film opens with a stock car race in which 
en” (Bud iSpencer) and “Kid' (Terence: Hill)’ are competing.° 
ie sewo tie for first place, but despite. theirs fraiendship 
they refuse to share the prize (a dune buggy), preferring 
to. compete further by staging a hot dog eating contest at 
aynearby fairground... Some: thugs arrive and wreak ‘havoc 
with everything in sight, including the buggy. Ihe fair- 
auounmd.aat turns: outge is Gands coveted by) ai group of) pro 
perty speculators whom the thugs represent. The fair is to 
be replaced by a skyscraper. Chief among the "bad guys" 
is an unnamed German doctor (played by Donald Pleasence) 
with comically exaggerated accent and mannerisms; he is a 
combination Adolph Hitler/Dr. Strangelove, complete with 
S.S. insignia and a "hit" man named Paganini (he carries 
a violin case) who is said to be "the finest exterminator 


of people in the world." Like a cartoon villain, the 
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ameoteioegtleettlly bad ("evil is a virtue") and incorrig- 
ibly power hungry: PPCUpOenwly Tule cor Te hy at lappy. 
incompetent lackey ‘is told, "if you sound like a pussy 

Gat." Nonetheless, the villains are ultimately undone, 
after an interminable series of clashes with Ben and Kid, 
mostly involving cars and car wrecks of one kind or another. 
The doctor is forced to abandon his claim to the fairgound 
and give the heroes a dune buggy each. The fair re-opens 
Eoythne delight of children and clowns, while Ben and Kid, 
having wrecked one of the buggies, resume their friendly 


Bovealry for the other. 


Watch Out, We're Mad is overwhelmingly a movie 
of car chases, car smashes, and comic fist fights, in 
imc the Sparse politically relevant content is effectively 
Dburted. That property speculators are cast as villains 
Gamenewpiece is barely noticeable; it is mentioned. once 
or twice and never developed beyond the point of simple 
iapelang. the doctor's wickedness elicits only. a reflex 
response identifying him and his henchmen as bad guys who 
entirely deserve the punishing sub-slapstick treatment they 
and their property receive at the hands of Ben and Kid. 
The extermination reference is an instance of bad taste 


that barely registers over the cacophony of the movies as 


a whole. Principally, this is a noisy stunt movie about 


Funny men in funny cars. 
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As one might guess, the film was not extensively 
Bese esecdhity tradevand critical. journals: “It was virtually 
ignored, and with good reason. David McGillivray wrote a 
short paragraph for the Monthly Film Bulletin, briefly men- 
taoning that Pleasence. "strenuously overplays his’ role as 
eepoor Man's Dr. Strangelove," before writing’ the film ‘off 
as "an expansive showcase for the athletic prowess of 
"Terence Hill' and the reckless bravery of Remy Julienne 
and his €quipe." (Remy Julienne, as many filmgoers will 


know, is a stunt driver and co-ordinator.) 


We will conclude this section with a more inter- 
Seeing and more problematical example -- Francois Truffaut's 
Povencia tTilm;, the’ Story of AdélevH.Y The? "Adéle*H.f of “the 
title is the surviving daughter or wVtetor Hugo Va tsecond 
daugther had drowned). The film chronicles Adéle's obses- 
Sive love for English army Lieutenant Pinson, with whom 
Ssneenad had a brief affair, and ‘who responds throughout the 
film with a complete disinterest that is only sporadically | 
displaced by flashes of anger, irritation, and embarrassment. 
Atthe beginning of the film it is 1863 and Adéle has fol- 
lowed Pinson to Nova Scotia against his knowledge and in 
defiance of her family. She doggedly continues her quest 
throughout the remainder of the film, pledging undying 
love in spite of every rebuff, and degrading herself to 


the point of offering him money to gamble with and a woman 
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Poecreep with. “I'll to what you wish," Adéle tells Pinson 
"T will obey you completely .... Do with me whatever you 
frees DY ythe end of the film she has followed him.to 
Barbados where we see her wandering the streets in rags, 
apparently incapable of recognizing him even at a close 
Gistance, but no less zealous in her commitment. Pinson, 
for his part, is now a captain, married, and apprenhensive 
about the social ramifications of Ad@le's presence. A 
black woman in the native quarter, where Adéle lives, 
writes Hugo to advise him of his daughter's state, and a 
concluding voice-over narration explains that Adéle spent 


the remainder of her life -- forty years -- in an asylum. 


pal -ot this, SUGGESTS, @S,-ONe Critic nas put 1, 
"an ordinary tragedy of unrequited love" -- or, given 
Adéle's tenaciousness and descent into madness, an extra- 
ordinary tragedy of unrequited love. It is, according to 
Kael, a film “about a woman who is destroyed by her passion 
for a man who is indifferent to her -- a woman who real- 
Mzescehersels: an Selft-destruction."™ Certainly, in our 
judgement, the film is overwhelmingly about a peculiarly 
heroic madness -- love without reason or "Common sense" 
and not in the least dependent upon the reciprocity of the 
loved one. Moreover, the object of Adéle's obsession seems 


entirely resistible, and fundamentally uninteresting. 


Meee oy oted.to dove. as a, thing in itself: "Let: love 
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be my religion," she says at one point, and we see her 420) 


her room, before an improvised altar to Pinson's photograph. 


ie polwtical anterest: in The Story of Adéie Hy 
stems from two related aspects of the film. Truffaut is 
Somerul, first of all’, to allude to Hugo as a man of pol- 
itical convictions who had risked his life opposing a coup 
that overthrew the Republic; a one-time peer of France 
and People's Representative, he has been exiled to the 
tore Oo! Guernsey. Unseen, he is still a presence in the 
Film because of his benevolent letters to Adéle, and, 
more importantly, because she is dependent upon him for 
money. Lt is clear, however, that Truffaut wants us to 
reflect upon the reputation of this unseen presence -- as 
when the Barbados woman addresses Hugo as a "defender of 
thie oppressed" in a letter) alerting him to the seriousness 
Sines own maugh ter iseconditaon: and anvethe conelLuding 
Narration, when Adéle's sorry fate is contrasted with 


Victor Hugo's later triumphs: and extravagant burial. 


At the same time, Adéle herself is seen as an 


unquestionably courageous woman who, in spite of her 


groveling -- if not because of it -- is consciously critical 


of her social status as a woman. This is rendered explic- 


@ily at one point, when she writes in, her diary > itty 


Sisters suffer in bordellos or in marriage: let them have 


liberty and dignity. this remark =-- an actual excerpt 
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from Adéle Hugo's diary, on which the film is based -- is 
startling, of course, given the totality of her devotion 
Peabanson, her offer tovbe, ai dudtiful.wife,.and her Waiting 
Begeadation®throtighout.the film.» Gillian, Parker Klein, in 
a Film Quarterly review that is prefaced by the "bordellos" 
quote, makes much COimthisicontradiction, .and.arques. that 
"Adéle Hugo's life is to be seen as epitomizing aspects of 
Menen; sesituationiin general;*that Truffaut. is, critically 
examining the destructive effect of the dominating images 
and personae of her period on a woman." Adéle's contradic- 
tions, says Klein, are the contradictions of the Romantic 


eta: 


The real dynamic of Adéle's odyssey is 
not Pinson, but her own, revolt, and the 
Film respects her courage and tenacity: 
she travels alone over oceans and con- 
tinents; leaving home secretly, her only 
support an allowance, she lives on the 
Dednia.of sdestieutaon:: she holds: out 
against contempt, indifference, and 
social condemnation; even at the end, 
alone, madj«.and in mags,,she.1s stall 
alive and defiant. On the other hand 
Bt ws, evident that here energy .1is mis-— 
directed, and brings not liberation but 
further entrapment....Her rebellion, 
spurred by the times, is channelled by 
the times into the conventional search 
of the love-lorn maid for the soldier- 
seducer. 


The film's ending -- Hugo triumphant, and Adéle locked up 
Swovnbulazes, fon kKiein, the failure of ,the French ho0ur- 


geois" revolution to liberate its daughters. 
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From our own comments, and from Klein's persuasive 
Bevwaew,. it 2s clear that Truffaut's film at a minimum 
Paises questions of ‘political interest; and ata maximum 
presents *a' thorough “dissection “of ‘the plight of atwoman 
torn between the ideals of a revolutionary age and the 
Pinrtattons of her status tas woman. In vour: judgement; 
ene less "grandiose tinterpretation is more ‘appropriates? In 
the first place, the status-of-women view probably places 
undue emphasis on the admittedly intriguing statement about 
bordellos and marriage -- but it is the only remark of its 
Kand =in the entire film. 80Secondly, Klein's. interpretation 
hinges importantly on material about Hugo, or about the 
homancic era, that is notvine the film. While that is 
legitimate up to a point (Truffaut, no doubt, presumes we 
know something about these matters), one does run the risk 
Bimconvertingnt iim, crimicrsh, into, Literany Criticism or 
moterarywhusvory. Klein s review, which is otherwise cine- 
facloaluyeastute, Surfers on that account. Our feeling is 
that Truffaut is speaking more of love than politics, and 
more about the psychology of an individual woman than of 
a woman representative of her sex. While ours may be the 
more orthodox view of The Story of Adéle H., and why we 
melude tte among tilms of minimal “politieal anterest, it 
is worth remembering that Klein's critique, at this writ- 
ing, is the best single analysis of Truffaut's unusual, 
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pocLal stratum or sub-culture movies 
ee Si OT Sub CuLture movies 


To the extent that one sees Adéle Hugo's life as 
repitomizing aspects of women's situation in general," 
the film might be more appropriately classified, in our 
terms, as a sub-culture movie. These, we have suggested, 
ame films which derive their political interest by .virtue 
Govasdramatization of the plaght.-- or privileges.--.of..a 
more or less clearly delineated group in a society, without 
Gecoccarnily relating, the. group's status to politics inthe 


narrow, governmental sense. 


Aaron Leves Angela, for ‘example, 1s a love story 


about a black teenage boy and his Puerto Rican girl friend. 
Micanriin acquires political interest im so far’ as it attends 
to the details of the material and social environment of 
its protagonists. It is largely Aaron's story and drama- 
tizes the tensions between his father's ambitions for him, 
and the boy's own ambitions and limitations. His father is 
a dejected former All-American football player (currently 
running "Ike's All-American Eatery" and a joke to some of 
his patrons), and he sees basketball greatness in Aaron's 
future, though the boy has neither the ability nor the am- 
bition. Angela, the Puerto Rican girl, also has ambitions 
that are larger than Aaron's: "I don't want to spend the 
rest of my life here in Harlem," she admonishes him at one 


point, "I know there are better places." 
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Aaron becomes involved with a black narcotics 
dealer who had once helped him out of a jam -- a confront- 
ation with a Puerto Rican gang -- and to whom he owes a 
Ravor 2 But the deaber wis killed vin a shoot-out, with chench- 
men of the white-dominated "mob." Before dying, he gives 
Aaron $250,000 of mob money and some advice: "That's what 


ein eoinsethit sy npunig le: withl ido. for you,) mans »(Thals).is) thie 


Poy Ooutean hake motiieind inuncilike hell." Since he isn't going 
to be a basketball player, and since ---by his father's 
reckoning -- only "points and money" matter, Aaron wants 


to keep the money. While Angela and his father prevail 
upon him to be honest, the film degenerates into extreme 
brutality, especially when a mobster questions a friend 
of Aaron about the boy's whereabouts. After a pursuit by 
the mobsters, Aaron and Angela throw the money from a 
pedestrian overpass, and the villains watch helplessly 
while passersby grab what they can. A freeze frame shows 


the couple smiling and happy. 


Apart. from the obvious..question of what .a real 
mobster would do to a couple of teenagers who threw away 
a quarter jof a million dollars,. the film leaves much .un- 
resolved. In particular, we do not know about the boy's 
future, which seems to involve neither points nor money, 
and we are left with the unsatisfying but too familiar 


feeling that somehow romantic love will triumph over all. 
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Visually, the film strives for a harsh, realistic urban 
texture (with soft, romantic interludes), Hc lial mg ¢oher, 
example, a shot of a "middle income" urban renewal project 
ironically juxtaposed with condemned buildings, run down 
tenements, concrete, pavement, and garbage. As with many 
eobackvexploitationtefilms; the skin tones vof caucasians 
seem to be a statement in themselves: almost always pink- 


ish, mean and sickly looking. 


A better film about American blacks is Cooley 
neg, wnteh also indulges: in nostalgia for the 1960's 
(like American Graffiti), complete with jpranks, period 
dress, and music. The main character, a young man named 
"Preach," wants to be a poet, or at least "somethin' 
pesides sa ifactory worker ora football player.” His»mother 
collects welfare, and apparently holds three jobs just to 


make ends meet. Gihekfather doesanot «appear fhinebheyjiibn, 


taougmehts tabsence, by our recollection, iis never explained. 


Preach wants to go to college -- an ambition his mother 
does not understand and is not sympathetic towards. Unlike 
his American Graffiti counterparts, for whom college was 

an available, though not always desired option, there is 
some question as to whether Preach will be able to go to 
college. A scholarship and an encouraging teacher ("What 
do you want? Whatever it is knowledge will get it for 
you.... You got brains, potential....") help to overcome 


that problem. This film, too, strives for an atmosphere 
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of grim realism, with a montage of slum scenes and the 
introduction of a fatally brutal beating into the proceed- 
Migs. slike American *Graffitti; Coaley High concludes with 
a description of what became of its characters, but here 
too, options seem to be more limited: though Preach has 
become a successful screenwriter, one of his friends is a 
factory worker, one an army sergeant, and one was killed 
Guringean outbreak of “race cviolence" in °1968; his high 
school ‘girl friend is a librarian, and two of his enemies 


mene vr led imyaugas stat ton chold-up. 


Dolenmuevand, oNeba Baby are wesser examples of 
this genre, being more routine crime pictures with some 
polirticalyovertones. In Sheba Baby, Pam Grier® is a former 
police-woman, now a private detective. Her father operates 
a legitimate ghetto loan company ("a true financial friend") 
that the ubiquitous mob wants to take over. Other busin- 
esses have gone under, and, since the police won't do any- 
thang, es seGnier must tcarnry the ‘day. ~-Dohemute is the name 
of a black man wrongly convicted of narcotics possession -- 
apparently on the basis of evidence planted by the police. 
He is released from prison on the understanding that he 
wri Heloothe F:B.lt thréeakeup “argang of ‘racketeers sterror- 
izing the city. Both Dolemite and Sheba Baby include in- 
cidental and explicit references to slum conditions and to 
the status of blacks in American society. In particular, 


ghetto blacks are portrayed as victims of white-run organ- 
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ized crime which flourishes because of the indifference or 
Complicity of+ the police. ‘The main oan’ shark in Sheba 
Baby is a white racist (he refers to blacks as "trash") 
who owns an inSurance company, and the head racketeer in 
pemema te Cwhov lis "called “Mr. Big"!y) asia white politician. 
Mr. Big is apparently intended to be Mayor Daley of Chicago, 
where the film is set, since Daley's name appears to be 
repeatedly mouthed by characters in the film though it's 
“pteeped out'™-on the soundtrack. Dolemite al’so includes 

a crude analogy with the Watergate scandal: "Just look at 
that Watergate scandal," says a preacher to his congrega- 
tion. "If the leader of our country is stealing and get- 
mmgeaway clean, what do they expect us to do? We live 


here with the rats and ‘roaches...." 


Two films that are rather different examples of 
the sub-culture category are The Romantic Englishwoman 
and Charlotte, which are about a more privileged social 
stratum, namely the allegedly bored -- and boring -- 
bourgeoisie. The lesser of these films is Charlotte, 
written and directed by, and starring, Roger Vadim. 
Charlotte is the promiscuous, hedonistic, fashionably left- 
wing daughter of a French government official who is 
identified as a "Secretary." In flashback form, the film 
is structured around attempts by the Vadim character to 


write a book about Charlotte's death. Tt “tunrs'tout tiat 


=e om a: 
ta S0A9gsTTin* « ans ef 


é ite Pan. need ayer at: woh tay AS er & 


» = ~ 4: 


i, si” aa eioadd uF awnt4s a) Pelaas airtel 


ef ./¢e78" Peon sh! Oe setaqepnye ennaden 
T req 4-2 ay oye ee" ballac etree 


<« @ ~ 


asked VW vie’ save et am SHtnere? Kena 


ey 
a 
— 
. 

. 

re 

sq OF SB(SesQqcs-aRe i rea ay esis (79H @P- ater : 


a 


1a &: 4as45es0rig yi nateaam 


ee LAT fet te id Le a pe hee De ; 13a Poors a> 9a, Se 
$e logt feu" c‘iphanghes «e394 /08 eas itv vert ud 
That gin ad’. etg 8 Byew ",lobrase “Se 
> 
bis ree “ e f wearies tye lo gepnel ant "i" 
Dp j ant Pun ¥ anne o Jory res bal 
“oe 
waliceel Yine aia oan leah 
ic Pal Geers Aa@ia te ufiiog: sty IgA? oemkey owt. 7 4 
No ell | 7 
5m ite Wt (4i- 32 Sheer eT ut») yoevediay 5t1Les 


Leruue Bacal Vegeta 8° vege ote steive ‘ 
cr cian Saind Ubbeget on, ata eon 4m 

Parl OAS Lae, 202. 2 Sxanty tn theunk ont ~~ 
mine: sand) ypalatete fone seivwatb wae 
~LI5l videnc ined, 1i$elaeeen seneuseion ta eds sis if 
_ 
at iotv, fafatbVia J ienO veyed @ehertl 2 Yo aed 
mii? arti’ .m<0% Yestiqgasayat, “.¥ietetos®” « #0 
Oo? 19a Teta cbse wit) YS oe seqnes in ss 


3679 Jue sizes JI -¥eab al ma tepnadd, 40 


she was killed by the son of "a pillar of German politics," 
after she had been persuaded that orgasm at the moment of 
death was the ultimate sexual thrill. Charlotte's politi- 
cal convictions, and those of her friends, never get beyond 
comple descriptions’ or absurd caricatures ;" at! ‘one point, 
for example, she is married to a homosexual film critic 

woe hastilanes dake se "Il like’ the subway ‘and’ the’ smell” of 
Horkers > liher film? vs aneluded as a minor’ ‘example’ of stb- 
culture movies pecause Of Hts ‘explicit’ and’amplicit! vieu of. 
pourgeois) Jife’ as opulent, trendy, ‘decadent, and," ultimatel 


empty and boring. 


Joseph Losey's The Romantic Englishwoman is some- 


what better. Lewis Fielding (Michael Caine) is a success- 
Mi WOVeList! of working! cless origins current ly?wrating” a 
screenplay about a woman who leaves her husband and "goes 
oF ie'toy France. or Germany to) fand herself. His own wife, 
Elizabeth (Glenda Jackson), is on holiday in Baden-Baden 
where she meets Thomas Hursa (Helmut Berger), a drug 
dealer and gigolo with whom she may have had an affair. 
(It is never clear whether she did, or whether the scene 
is imagined by Lewis for his screenplay, or both.) When 
Thomas's hidden drug cache is accidentally washed away by 
rain -- water/purification symbolism abounds in the Baden- 
Baden sequences -- he shows up at the Fieldings”’” house, 
describing himself as a poet and admirer of Lewis's work; 


and believing poets to be "the world's honored guests," 
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he sponges shamelessly, even to the point of Belling» five 
pounds a week pocket money. The mid-section of the film 
covers Thomas's life with the Fieldings and their fascina- 
tion with him, and invites us to acknowledge his super- 
jority to them. "Owners," he tells them, as he sits in 
impeccably tailored clothes, "are under the pressure of 
ownership, hanging on to everything....and all the time 
you are being robbed of your life." "The bourgeois life 


has its compensations," says Lewis to Thomas over brandy 


and cigars, and Thomas replies: "What would it be with- 
out them?" The question is rhetorical, the answer is 
"empty. " 


The water imagery at Baden-Baden gives way to an 
excess of mirror imagery and other reflecting surfaces at 
the Fieldings' house, because, in Losey's words, "I wanted 
to convey that their reality was totally unreal."/ 
Elizabeth is much taken with their house guest, presumably 
because he represents her notion of freedom from oppressive 
material well-being. "My life is so comfortable," she says 
at one point, but she means it as a complaint, much as or- 
dinary mortals might talk about a painful backache. She 
eventually leaves with Thomas, and they are pursued by 
Lewis, and by Thomas's erstwhile underworld connections. 
After Thomas is captured, presumably to be killed, Lewis 
and Elizabeth return to their bourgeois house where -- 


irony of ironies -- a party they had arranged at the begin- 
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Ging, of “‘theefilm isvalready in progress: 


HOtqeati its prevent tons, [he Romantic English- 
woman impresses us asebeing politically facile: and. dirricult 
Porswallow. Indeed, the politics of the film are barely 
more convincing than the most tedious money-can't-buy- 
happiness melodrama, and we are asked to suffer the added 
discomfort of identifying with a major character who is 
fundamentally unlikeable. Apparently, we are expected to 
accept at face value that material possessions actively 
negate happiness, though the film takes no pains to drama- 
Poze or argue this point; boredom, for example, is asserted 
rather than explained. The best short statement about the 
maim’ s fatlupe is from Jonathan Rosebaum's Monthly Film 
Builetin review: 

Too many assumptions about the '‘'emp- 

tainess' of Elizabeth's and Lewis’ lives 

are taken to be self-evident and not 

worthy of exposition or elucidation, 


while Thomas curiously winds up serving 
as a more improbably fantasy figure for 


the audience -- quasi-inept drug-deal- 
ing igigolo eas Authentic: Existential 
Hero -- than he does for the Fieldings. 


The sub-culture in Hazel's People is defined 
not iby, “social standing ior skin "color, but by,religious 
atiatio trie sl petal nieiseanhoddi by cin, our fsample qinnthat 
it has clear overtones of religious indoctrination; it 
was shot on location at a Mennonite community, with the 


active participation of members of the community -- in 
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teading roles, and as extras. Eric, a "student activist" 
or “hippie" -- the terms are used interchangeably in the 
Peiie=- Visits the community, in) Lancaster County, Pennsyl- 


Mamta, to attend the’ funeral of his: Mennonite friend, alive, 
who has been killed in a violent confrontation with New 
York police. John had been harboring an A.W.O.L. military 
momend. Eric is befriended by Eli -- described as a “holy 
man, a man of God" -- and by Eli's daughter, Hazel, who 

was to have married John. (Eric stays in the community for 
a time, and the film becomes essentially a continuing dia- 
logue between Eric and Eli, with occasional set-pieces to 
illustrate the Mennonite way of life (a barn-raising and 


a church service, for example). 


PHheindialoguel ist ad title dated.” Er iiceand, has 
dead companion were anti-war activists who had been involved, 
iso. in a move to pressure “the University and the city” 
to clean up a slum area after a series of incidents in which 
babies were bitten by rats. Though Eric has apparently 
Beem A2nvolved in violent incidents (this is not clear in 
the film), he does not so much condone violence as account 
for it: “They're angry because they see so much human 
misery," he says of activists, "and frustrated by inhuman 
conditions they can't do anything about." Eric's character, 
as interpreted by Eli, is compassionate and idealistic, 
but poisoned by impatience, anger, and hate. Eli, and many 


of his congregation, are stereotypes of pious understanding, 
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love, and boundless patience. 


A revealing exchange occurs, for example, when 
eere ‘confronts Eli-over the matter of Rufus, @ church 
Member, renting unheated shacks at exorbitant rates to 
migrant Puerto Rican workers. (These same workers are 
reported to have caused some trouble earlier, but, accord- 
ing to Rufus, they were pacified by a Spanish-speaking 


evangelist.) Eli’ acknowledges that the shacks are “a bad 


ening,’ but he adds: "You EX Dette COO MUG. Ob US, mor EC, 
Maa we disappoint you." John's mother explains that Rufus 
"needs to be loved. Bute Ne —SetlOO proud ito accept... Von! t 


let Rufus make you angrye sO can sdoMso, much good when 
mole ne moc angry.’ But Elis conscience has been stricken; 
Hee 1S later reported that he thas spoken) to tRufus 5 the 
shacks have been torn down, and Eli has found jobs for the 


men. 


The film tries to convey a warm, homey life-style 
complete with rustic faces, clean overalls, hearty meals, 
and a simple "neighbor-helping-neighbor" atmosphere that is 
only occasionally and temporarily marred by the kinds of 
blemishes described above. (To be fair, though, some 
blemishes are shown.) Eric is meant to be seduced by this 
life-style, because these values are consistent with his 
Swiive iapp Le philosophy. Though he is attracted to the 


community, the film concludes with his departure. No 
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longer angry, no longer full of hate, and having been an 
sexnowledged “inspiration” to Eli, he returns to the eLbys 
pepelong there. Maybe this time I can do some good.” 
symbolically -- or so one assumes -- in the process of 
Hosing his anger and hatred, he has also had his hair 
considerably shortened, and has lost the mustache he was 
werting at the beginning of the film: If romantic love 
was the uncomfortable panacea in Aaron Loves Angela, di- 


fee bove, is the equally unconvincing savior in Hazel's 


pewple.~ As badvas the film is -- and it is not very 
well done -- one cannot help feeling that the de-fanged 


Eric will be even less successful at keeping rats from 


Payress tian Was his militant former self. 


Pinal ty. Latinas ecabtegqory, weonave. tWOL a tins 
about immigrants -- one set in America, the other in 
BPanada. the less politically interesting of the two is 
Hester Street, a film about immigrant Russian Jews on New 
York's lower East Side in 1896. A young man named Jake, 
a sewing machine operator, spends his evenings at a danc- 
ing academy socializing with Mamie, who after seven years 
in America, has assimilated some of the worst aspects of 
the new culture. Presently, Jake's wife, Gitl, arrives 
in America with their son. Gitl dresses drably, wears 
an orthodox wig, and is generally very slow and reluctant 


to adapt tc the new way of life. When Jake continues to 
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see Mamie, Gitl spends more and more time talking to 
Bernstein, a co-worker of Jake's who is boarding with 

them. Bernstein is quiet, bookish, and more at home with 
ies racitvonal way of life. Ultimately, Jake asks for a 
divorce, but Gitl manages to acquire all of Mamie's savings 
as part of the settlement. And so, the shy, orthodox 

Gitl and her scholarly husband-to-be, Bernstein, are able 
to buy a grocery store, while modernistic, materialistic 
Jake and his worldly dancer must postpone their own entre- 


preneurial plans and engage in more belt-tightening. 


Hester woureer: de ta well-ione, charming fain of 
Passing political interest in its treatment of problems 
of assimilation, and the clash of materiaiistic and trad- 
itional values. It conveys a sense of regret about the 
loss of worthwhile values by the adsorption cf a group into 
the cultural mainstream, though the mainstream seems un- 
necessarily stereotyped as crassiy commercial. In port- 
Taying immigrant life, the film shows crowded living 
quarters, bustling streets, and hard working men and 
women who are confident, for the most part, that the social 
pyramid is fluid -- that workers can become bosses, and 
aristocrats can wind up at sewing machines. The film is 
Curiously ambivalent in one respect, in that we are ob- 
viously expected to deplore the coarseness and values of 


the materialists, while taking satisfaction in the fact 
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that Gitl and Bernstein succeed on the materialists' terms. 
(This has its counterpart in Hazel's People, when pains 
are taken to show that a pious Mennonite is also a shrewd 


businessman. ) 


Eleculyerecenem fold Mes is about). Jewish tami ly 
moving in Montreal Ghetto in the 1920's; it is from a 
screenplay by Ted Allan, who appears in the film, and was 
Gerected by Jan Kadar, an ex-patriot Czech. A  six-year- 
Old boy, David, enjoys a warm, happy relationship with 
his maternal grandfather, an occasiscnal junk dealer who 
makes his rounds in a wagon pulled by a weather-beaten 
horse. The horse is billeted, to tne annoyance of some 
neighbors, in a stable near the house where David lives 
with his parents and grandfather. David's father, Harry 
Herman, is a tailor -- an ambitious, optimistic failure 
who dreams of the wealth ana social status that will come 
from one or more of his get-rich-quick schemes, the latest 
being a primitive, unsuccessful version of permanent press 
pants. Harry is jealous of David's relationship with the 
grandfather, embarrassed by the old man's trade, and re- 
sentful of his own dependence on him for periodic finan- 
cing. (Tne boy's long-suffering mother is a lesser figure 
in all this; she comforts the boy and helps mediate the 
conflict between the two men.) David frequently accompan- 
ies the grandfather on his rounds, and has the world ex- 


plained to him in imaginative, poetic terms that contrast 
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sharply with the father's single-minded devotion to science, 
engineering, and material progress. In the end, the grand- 
Father dies and David's chikdwood 1s ‘effectively over. Ihe 
grandfather's horse and wagonload of "junk" are replaced by 
Gmeruck bearing the identification of a new commercial 


venture: "Harry Herman's Antiques." 


In terms of political interest, Lies my Father 
Moedeie is Similar to Hester Street, with its’ clear pre- 
ference for the patriarchal wisdom of the grandfather over 
the status-seeking opportunism of the father. In both 
films the spokesmen for "progress" impress us as being 
Foolish; and both films present a sentimentalized, well- 
scrubbed view of poverty and hardship -- so much so, that 
One wonders at times why any sane man would dream of perman- 
ent press pants and a one-way ticket to Westmount. These 
are limitations which have been alluded to elsewhere: in 
a moderately favorable review of Hester Street, Pauline 
Kael says of Jake, the materialist: "The film -- nostaligic 
for what the immigrants lost -- never shows us that there 
are grounds for Jake's wanting to be Americanized. Instead, 
he's a fool, abandoning a jewel for a flashy paste-work 


imitation of 'class'." (Emphasis added.) And Sylvia 


Millar, in the Monthly Film Bulletin, calls bres My ita ther 
told Me a "nostalgic, morally black and white fairy-tale, 
which sermonises about the bad effect of immigration on the 


integrity of a Jewish family, but has few reasoned observa- 
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tions to make about the problems of a poor immigrant minor- 


ity." 


The films are also similar in this respect: the 
Pieaielal Success of the traditionalists in Hester Street 
is paralleled in Lies My Father Told Me, when it becomes 
Clear that the grandfather has capital and must reluctantly 
faienece some of Harry"s schemes. (This, we infer, is what 
comes from buying bottles for a penny each and selling them 
ror two.) The sensitive philosopher-poet shows himself to 
be more economically adept than the crass, would-be indus- 


wotalist. 


Dies My rather Told Me is singularly noteworthy 


Soong films in thistateqory, nowever, “in its inelusion of 
a character who is a self-styled Marxist-Leninist. He is 
Mr. Baumgarten, a tailor who lives in the neighborhood, 

and his Marxism is treated with bemused tolerance rather 
than seriousness. Mr. Baumgarten is constantly giving 
Leninist tracts to the grandfather, whom he believes to be 
a kindred spirit -- a nice man whose humanism and tolerance 
are surely symptomatic of unconscious Leninism -- and is 
always ready to engage the old man in political discussions: 
"Which is the bigger crime, to rob a bank or to open a 
bank?" he asks at one point. And in another discussion: 


"The prophets were wise but they couldn't foresee the rise 
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of capitalism....The working class is today's Messiah." 
But the grandfather's politics are otherworldly, we Learn: 
Wmenehe tells the boy jof a future society into which the 
Messiah will come -- a society in which no man will be too 
rich and have too much, and no man will be too poor and 
Weve too little. Chiefly, then, Baumgarten emerges as a 
funny eccentric who is more than redeemed by his personal 
humanitarian qualities -- as when he joins the grandfather 
in denouncing the police when they attempt to enforce reg- 
ulations regarding the location of stables near dwellings: 


"What politician does he have BOLD ayo dco nget OWL lon sihvs 7?" 


Having considered the several films in this cate- 
gory in some detail, it seems reasonable to presume that 
the reader will have a firm grip on what the designation 
Boue-culture” means... In particular; at ishould be kept ain 
mind that the archetypal sub-culture movie is as much about 
a group and its "way of life, "® as it is about sensational 
events in the lives of its major characters. With some 
exceptions, political content tends to be more implicit 
than explicit and at least one step removed from relating 
the group's status to the major institutions of government. 
It will be seen, presently, that these characteristics are 


quite different from those which define our next category 


OF films, 
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Melodramas with politicallyvinteresting sub-plots 


The melodramas, to use a less cumbersome term, 
ae sor alkind in several respects. As a group, they involve 
political and politically relevant content that is more 
substantial than that.found in: films of minimal political 
interest (though the secondary melodramas are not always 
mecarlyrdistinet from films in the minimal. political interest 
SGategory). At the same time; political content in melo- 
dramas is clearly subservient to the main aspects and 
attractions of the stories, which involve neither a sus- 
tained portrayal of the favorable or adverse circumstances 
of a sub-group, nor a substantial treatment of a politi- 
cally interesting issue. These are films about intrigue, 
Crime, Tomance, action and..adverture, and the’ political 


Pomtent “never ‘gets’ in’ the’ way'of the) story.” 


Because of the large number of films in this 
category, let us conveniently separate them into primary 
and secondary examples and dispense with the latter immed- 
iately. Over half the secondary melodramas are movies in- 
VolVing crime and detection. The Blackbird and Peeper, 
for example, feature private detectives as main characters. 
The Blackbird is an unsuccessful update and spoof of The 
Maltese Falcon, with a contemporary Sam Spade Jr. operat- 
ing out of a black ghetto -- "spade" jokes abound -- and 


Going battleiwith iandwarf “Hitler.” Spade's companion for 
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part of the film is-a thug who describes himself as a 
conservative after objecting to Spade's reference to the 
police as "Digs." None of this amounts LOVELY smiuoh,. \and 
Papen LM ArSeon.lLy marginally more interesting than those in 
the minimal political interest category. PCCD Apia WS wise 
more.,or less straight; and,features a British private 
detective working in Los Angeles in 1947. The convoluted 
plot centers around a search for a missing person, and the 
i2tmsis.politically interesting only inasmuch.as the 
detective (Michael Caine, predictably enough) assumes a 
"working class hero" stance; there are Sporadic sarcest Le 


Beferences to. .cich people. throughout ,the. film. 


Class distinctions are also an implicit element 
iment ned Hitchcock's Panily Plot, in which an unemployed 
aetor, now a cab driver, and his wife, a fake medium, 
match wits with a suave gem dealer cum kidnapper and his 
qetractive temale companion. The taxi driver and his wife 
are tracking down the missing heir to a fortune; this turns 
out to be the kidnapper, though he himself doesn't know it 
and presumes his illegal activities are the cause of the 
couple's curiosity. When, in the course of his investi- 
gations, the taxi driver tries to pass himself off as a 
lawyer, disparaging references to the legal profession 


become a recurring joke. 


Sudden Fury has as one of its central characters 
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another get-rich-quick Canadian dreamer (cf. The Apprentice- 
ship of Duddy Kravitz, Lies My Father Told Me). But this 
Craracter, Pred;>is emotionally troubled and insanely 
jealous of his wife, Janet, whose inheritance is supposed 
to finance his "hare-brained schemes" (her terms). After 

a car accident brought on bye Pred*strecktéesstdriving, eganet 
is left for dead, and Fred secretly and successfully sabo- 
tages a passing motorist's attempts to rescue her. Other 
killings occur after Fred and the helpful passerby wind up 
at a farm house and try to implicate one another in Janet's 
death. Ultimately, the occupants of the house are killed 
either deliberately (by Fred) or accidentally (by the 
motorist). When the police finally arrive, an array of 
circumstantial evidence, coupled with Fred's loud insis- 
tence, results in the arrest of the innocent man "on sus- 
pachonvof murder." «Fredtis’charged with®carelessidriving 
and leaving the scene of an accident -- "for the time 
being," \anyway, according -to™thepolice,y SThe falsely 
accused®murderer“is*told2% "Lf oyou"re. telling*thestruth, 
youewvere got nothing to worryvabout? “It%s*astsimple as 
tneaes eeAndethenaudrence,#if it»scarestat this ™poine seis 


left to speculate as to whether justice will prevail. 


The Four Deuces, Las Vagas Lady, The Zebra Force, 
and Lucky Lady are, in varying degrees, sympathetic towards 


lawbreakers per se, as distinct from police, detectives, 
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or innocent victims such as the accused murderer in Sudden 
Fury. The Four Deuces is an unlikely story about a young, 
crusading newspaper reporter who -- in the process of doing 
a story on gangster Vic Morrano -- comes to sympathize 

with and like the mobster. (Incredibly, the reporter's 
investigations include on the spot coverage of slayings of 
Tival gangsters!) The gang leader is portrayed in the 

fom as Wealthy and powerful, but friendless and sad -- a 
man of working class origins who struggled to get to the 
wop. Police corruption is thorough. In Las Veqas Lady, 
one male and three female hotel employees plan and execute 
the robbery of the hotel penthouse that is the residence 

of their boss -- a "Slimy, mean bastard" who treats his 
employees badly. Throughout the film, there is a workers- 
versus-bosses undercurrent that is manifested, for example, 
when the hero is fired; he hits an aggressive "big shot” 
who is involved in a scuffle with an innocent young man and 
he is dismissed at once -- though he had been due to retire 
Mmecrx Monthe... Notwithstanding these difficulties, the 
successful robbery will enable the hero to realize his 
dream -- the purchase of a $250,000 ranch. Ihe Zebra Force 
Heoeaerather nasty film in which a platoon of .U.S. Vietnam 
veterans wreaks vigilante havoc at home. They are, we are 
told, "an excellent kill team. It's the only thing they 
know." Primarily they are motivated by loyalty to their 


dead lieutenant who promised the, after he had been dis- 
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figured in a mine explosion: "We'll have more than a 
monthly pension or a Purple Heart to Pay for our sweat." 
They take it upon themselves to systematically slaughter 


"known" gangsters in a series of commando raids. 


Lucky Lady is Stanley Donen's film about three 
rum-runners -- two men and a woman -- who operate along 
Bie, USS = Mexican caagtyingtherlISOisapeClanr, Polayedsuby 
EgzasMinnelli, is the prime mover .of, the group, and her 
stated ambition is to "spend as much time being rich as I 
did being poor." Loved by both men (Burt Reynolds and 
Gene Hackman), she spurs them on to greater achievement, 
though she leaves them temporarily for a wealthy companion 
when she suspects they "don't have the balls for success." 
But she is soon disenchanted with the good life, and re- 
turns to the two loveable crooks. Meanwhile, a confront- 
ation has been developing between the nasty, organized, 
Bbiq-tame siugghers in their large, Tierce ships, “and the 
romantic, independent, small-time operators in their en- 
dearing, colorful battle boats. (The good ‘guys: in this 
film are self-consciously romantic: referring to the leader 
of the gangsters, one of the independent operators com- 
plains that "McTeague wants to take all the sport and 
romance out of this business.") Not surprisingly, the 
independents prevail. The obvious metaphorical implica- 


tions of this scenario -- "big shots" versus "little guys," 
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business versus labor, and SO on -- are occasionally supple- 
mented by the presence of a representative of state power. 
He is a comically portrayed coast guard captain whose utter 
mneffectiveness is’ matched by his complete devotion to 

duty: "If the government banned hymn books tomorrow, I'd 


Soot the first Guy who sang “Nearer My God to Thee’." 


somewhat unusual among this group of films is 
tne Night Caller,. a French-Italian co-production and one 
of only two films in the entire sample having a policeman 
as the hero. The Night Caller is a warmed-over "tough 
eon movie in the tradition of [he hrench: Connection and 
ives seven—Ups, and 1€ makes or implies the usual points 
about the alleged ineffectiveness of civilized police pro- 
Cedures, and the preSumed need for brutal, omniscient 


super-cops to*eliminate socrety's “scum. " 


Of the remaining secondary melodramas, two might 
be deemed Hollywood nostalgia films. Hearts of the West, 
Seceimethe 9500s, 45 “about a farm boy: who. wants plo) write 
Western stories and winds up on a team of extras and stunt 
men making cowboy movies in Hollywood. Quite a good 
movie, Hearts of the West acquires some limited political 
Micerest Dy Virtue cof its 1930's social atmosphere, and 
its portrayal of extras and stunt men as the lower class 
of the movie colony. Their social status and dreams of 


big money -- "independent wealth" -- are appropriately 
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symbolized by their rear-guard position in a motorcade 
returning from some location shooting: wtiey Mie up there 
Somewhere,” says ohne of the extras wistfully, "In the 
Buick. That's where the money is." Goodbye, Norma Jean, 
an awful movie about Marilyn Monroe, manages to crudely 
overstate the case for Norma Jean's unhappy, insecure 
childhood with its endless stream of lecherous, pawing 


mens the film includes an occasional crass attempt to 


Censtrue Ms. Monroe's tragic life as symbolic of the general 


condition of working women -- as when Norma Jean, after 
Fellating a producer, express the disgust of "every girl 


whe ever had to kneel ‘before slimy scum like you for work." 


SexXWo OO lLiures saa sc! ft UGILr eu Lins shea deeb, yet) Ld these wae 


For Now, in which a divorced couple re-marries, this time 
With the benefit of a contractual agreement. Basically a 
ZomMemeic situation comedy, the film also tries to score 
Some points at the expense of the sex clinic culture (the 
Geuole cheeks into one such clinic, only to find that their 
room has a large, blinking neon sign that reads "There is 
Nothing Unnatural") and boorish materializm (the hero, who 
is rich, examines his ex-wife's new bracelet and deems it 


"— good hedge against inflation. What did it cost?"). 


Breakheart Pass and The Legend of Earl Durand 
both look like westerns, though the former is more of a 


mystery story and the latter is gcuULaLIV Ser ane looo. 
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Breakheart Pass is a Charls Bronson picture with an intri- 
cate but not very interesting plot about the smuggling of 
Bailes and dynamite to Fort Humboldt, a shipping point. for 
California gold and silver in the 1870's. The smuggled 
goods, which are to aid an outlaw gang in seizing and hold- 
PiGweine Ort, areion ia military, train, as is. Bronson, an 


myderncover secret service.agent. ~At turns: out,.that: many) of 
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the people on the train are actually in league with the out- 


laws, and this includes an insufferable governor named 
Fairchild who is described by the military commander of 

the train -- a good guy -- as a "piss ass politician." 
ainas is a View of politicians that we will discuss further 


is a subsequent chapter.) 


The Legend of Earl Durand is set in Wyoming and 


MicwtdL.Le; character.1s..a “rugged: but. gentle”. mountain, man 
who, we are told, acquired a Robin Hood reputation during 
the thirties by poaching and distributing government elks. 
Mocteos. the, benetacaaries:of Garl.'.s, poaching, Loved) ham, 

but there were those who hated him "when dependence on 

Earl threatened their pride." Earl's major headache is 
SheriffJack McQueen, a, stickler, for the, law who 3s, running 
for re-election against a relatively liberal opponent. 

Earl is captured and is sentenced to six months in jail 
after McQueen "spoke to" the judge. But our hero cannot 


live in a cage, as he explains to a friend: " {iF a] Man 
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oan, t free, Luther, he might as well be dead." 


eouriously, his friend asks him if he would GesNoVer there” 
and fight if he had to -- a reference to the outbreak of 
war in Europe -- but Earl doesn't reply.) After escaping 
een jatl, Earl aceidentally kills a deputy sheriff during 
a confrontation, and a lengthy persuit ensues. As is 
conventional by now in "tracker" movies,” the motives and 
morals of the trackers often seem to be as questionable as 


meosce OF itive Tigitive. in the end,: Parl as trapped? ain’ a 


bank which he had been robbing, and -- after reiterating 
for Man ain to rree” (statement -~— he shoots himself in ‘the 
head. 


Finally in this set of secondary melodramas, 
ten thne Pick-up, a relatively slick sex movie which 
occasionally seems to aspire to larger things. The hero, 
enuck, 1S driving a motorhome to Florida for his boss —-- 
a stereotypical "redneck" who cannot seem to get through 
a sentence without a dated reference to "damn demonstrators 
and peace marchers." Chuck picks up two hitchhikers, 
Carol and Maureen, and the three of them get literally and 
symbolically lost. This is a Johnny-come-lately youth cult 
film in which a romp in the Florida swamps signifies free- 
dom from overbearing parents, redneck bosses, and hypo- 
critical conventional morality. The point of the movie is 


2 2 . ' 
underscored again and again in a series of Maureen's 
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dreams/visions/ memories (she is a believer in Tarot cards, 
@eurglogy, mystical religion, and so on); she is 

wesited,” for example, by a lisping, pink-suited Senator 
Max McIver whose signs and pamphlets absurdly dramatize the 
shallowness and opportunism of his views (1000% Pro- 


poenturon," "1000% Anti=-Abortion," -and so on.) 


Rather more substantial political content is 
evident in the group of films we've designated primary 
instances of the melodrama category, and these movies will 
be considered in a little more detail. The primary melo- 
dramas include a distinct cluster of seven films dealing 
Mem natronal or international intrigue and adventure, plus 
cumodd assortment of four films ineluding an historical 
epeat (Royal Flash).“a “disaster” picture (The Hindenberg), 
a romantic comedy (It Seemed Like A Good Idea At The Time), 
and a straight romance (Mahogany). These four ‘films will 


Bemdealt with \first. 


Royal Flash is a disappointing Richard Lester 
film concerning the exploits of Captain Harry Flashman 
(Malcolm McDowell), a character created by novelist 
George MacDonald Fraser, who also wrote the screenplay. 
Much of the plot concerns Flashman's unwitting and/or un- 
willing involvement in Otto von Bismarck's stated dream of 


uniting the German states into a Reich. Part of Bismarck's 
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plan is to implicate the British in murderous plotting 
tiene Duchy of Strakenz, thus, providing him, he says, 
ithe an, excuse, to, takeover during the confusion... The 
Duchess of Strakenz is supposed to marry Crown Prince 


Karl Magnus of Oldenberg, who is Flashman's look alike. 


Flashman is persuaded to impersonate the prince and 
marry the duchess, while the real Karl Magnus is allegedly 
recuperating from venereal disease. In fact, the real 


Drance 1S*in captivity, ‘and: ‘the plan is’ to kill him and 


Flashman, then exposing the latter as a foreign agent. 
Matters are further complicated for Flashman by the activ- 
ities of an underground movement dedicated to maintaining 
the independence of Stragenz, since members of the move- 
ment are agressively wise to the fack that Flashman is an 
imposter; and by the rather unpredictable opportunism of 
Hungarian Rudi von Starnberg, an erstwhile henchman of 


Bismarck. 


Though Flashman is comparatively innocent in 
these political machinations, he is hardly innocent in 


other respects. He is a cowardly, shallow, British chauvin- 


ist with an heroic reputation that is a consequence of 
accidental occurrences which are quickly exploited to his 
own advantage. In the opening sequence, for example, 

Lester intercuts a school headmaster's description of Flash- 


man's patriotic exploits, with a scene in which Flashman 
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blunders into heroism while trying to hand the Union 

Jack over to some very un-British opponents. Throughout 
mage him, Flashman's contempt) for foreigners\is manafested -—-— 
as When Bismarck et al, are variously referred to as 

boat by foreigners," "cabbage-eating hounds," "Square- 
heads," and so on. The film also scores some easy points 
atethe expense of royalty, who are portrayed as clumsy, 
snobbish, ungrateful, and unworthy of the heroic efforts 
made on their behalf. However, Bismarck himself emerges as 
a genuinely sinister presence given to prophetic man-of- 
Gestiny statements; looking at a map of Europe, for 
Pxoanmotle, Me declares:| “I go to re-draw it in German script. 


manave a feeling I shall beybusy for the next thirty years." 


ester’ s is a ‘rather cynical film, “and ‘even ‘the 
alleged freedom-fighters -- the independence movement of 
“Stragenz “—- fare poorly, since Karl’ Magnus seems hardly worth 
Emme ertort. Perhaps Lester is hinting broadly at the in- 
equality and conservatism of the movement in two character- 
istically absurd moments in the film: when the underground 
leader orders his underlings to make a human bridge for him 
to cross a moat and when one of these underlings is used as 
human battering ram.29 In any case, Flashman's involvement 
with the movements as unwilling as was his involvement with 
Bismark, and he ultimately flees Stragenz with the crown 


jewels -- only to be relieved of them by Lola Montez, a 
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lady with whom he had had an affair earlier in the film. 


If there is an opposite extreme to the cynicism 
and moral ambiguity of Royal Flash, it manifests itself in 
Robert Wise's The Hindenberg, in which events culminating 
in the alleged sabotage of the German airship in 1937 are 
dramatized around a simplistic Good-Germans-versus-Bad- 
Germans moral framework. Chief among the major characters 
meee ttim 1s, Luftwaffe Colonel Franz Ritter, a “decent" 
man who is disillusioned with the Nazis on several counts: 
he disapproves of "Gestapo methods," he is sceptical of the 
Nazis" racial "theories," and he has come to regret his 
Own participation in the bombing of Basque villages during 
the Spanish civil war. But most importantly, one gathers, 
hacter 1s bitter andesad about the death of his son, a 
member of Hitler Youth who had been killed "fighting for 
the new order." In a wretchedly bad instance of so-called 
poetic justice, it is revealed that the son, after painting 
anti-Semitic slogans on the roof of a synagogue, had fallen 


and broken his neck! 


Ritter has been placed in charge of security on 
the airship, prior to the fateful last voyage, because of 
predicted or threatened sabotage -- an eventuality rendered 
all the more likely because the ship is filled with hydro- 
gen rather than helium, which the U.S. monopolizes. As 


it happens, there is indeed a saboteur on board, in 
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the person of a crewman named Boerth. He is a member of the 
German resistance movement and sees the Hindenberg as a 
propaganda weapon symbolizing Nazi power. Boerth antici- 
pates World War II with the observation that "Spain is 
peactice for’ the’ Luftwaffe," and is convinced*that once 

the Hindenberg is destroyed "decent Germans will get the 
Paaerage=co' yoin us." YItris not his intention tor kill any- 
one -- presumably, an anti-Nazi who was prepared to sacri- 
fice innocent lives would be too much of a moral ambiguity 
-- and at one point he risks his life repairing some of 

meme snip's'exterior covering. |Ultimately;, Boerth' and Ritter 
confront one another and Ritter agrees to get everyone off 
the ship when it moors in Lakehurst, New Jersey, after which 


a time bomb will explode. 


The bad Germans in the film are typified by 

Gestapo agent Martin Vogel, who is Ritter's cabin-mate and 
imabashedly Nazi. ("The world is mongrelized,” he says to 
foeterns. | “Onlveinoberlin: 1S eVvenvonespurert shatter’ s reply: 
HAS lot of people fail to see all our sterling qualities.") 
The bad Germans sing songs about purifying the fatherland 
and dominating the world. Vogel himself eventually arrests 
and tortures nod ten, and is in turn overwhelmed by Ritter. 
The airship has fallen behind schedule, and the bomb will 
explode before everyone has disembarked. Ritter persuades 


Boerth to tell him the bomb's whereabouts and makes a last- 
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eee, etfrort to de-fuse Tt Derore, tie explosion. As every — 
Ore Knows, he fails. It is then asserted in an epilog that 
Hitler deemed the destruction a) e2@Obo On Od. because: ne 
could not bear to admit that the resistance was respon- 
foe. [his is not quite ‘convincing, given that the in- 
Cineration of thirty-five people might be used to descredit 
the resistance. In any case, The Hindenberg is the kind of 
movie in which good and evil are clearly labeled. Though 
some attempt is made to dramatize the difficult choices a 
"decent German" would have to make, the deck is so stacked 
that when Ritter -- a loyal military man with a son in 
Hitler Youth -- wrestles with his conscience, it is no 
contest. We are shown symbols of Nazi Germany, and they 
trigger the familiar reflex response. No parallels with 
contemporary political situations seem intended, and the 
film leaves one with the comforting feeling that Nazism is 


fiieiaestorical interest only. 


It Seemed Like a Good Idea at the [Time and 
Mahogany are romantic melodramas in which political candi- 
dates figure prominently. The former is a Canadian film 
about the antics of a character named Sweeney (excruciat- 
ingly over-played by Anthony Newley) and his efforts to 
win back his ex-wife, Georgina. Georgina is currently 
married to Ronald Prince, whose "bigger bank account" is 


his major asset. Prince is the wealthy owner of a con- 
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struction company, while Sweeney is a struggling, irre- 
pressibly cheerful painter. Throughout the film, Prince 

is involved with Sinclair Burton, a mayoralty candidate and 
chairman of the "Committee for the Preservation of Build- 
engs of Historical Interest"; Sweeney's evaluation of this 
alliance is: "Corruption and bribery go hand in hand to 

eae VOtLers.” Burton's committee is involved in the des- 
ignation of certain houses as public monuments, and Prince, 
muembuULi ding tycoon, is anxicus that the committee make 
decisions that are favorable to him. Among these houses 

is one occupied by Georgina's mother, so Georgina -- un- 
like her husband -- is eager to see to it that "these lovely 


Old homes are not indiscriminately destroyed." 


Sweeney attempts to win his lady back largely 
through a series of infantile pranks that are apparently 
meant to be endearing. Typical of these is a laxative 
sabotage of a reception for candidate Burton. He also 
arranges a fake kidnapping of Georgina, which prompts 
Prince —- ‘true “to form -- to “discuss with -his Lawyer the 
tax advantages of paying or not paying the ransom. Love 
conquers all, of course, and Georgina eventually comes to 
her senses: "I'm tired of loving the wrong people because 
they have money." After ‘more chaotic “funy? Burton eis 
arrested by some bumbling policemen and charged with in- 


decent exposure. The film ends, then, with the wealthy 
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and the powerful, the influence pedlars and the snobs, 
having been laid waste by Sweeney, complete with blue jeans, 
khaki jacket, running shoes, and a grin that perfectly 


complements his ever-present ugly yellow "smile" button. 


In the American film Mahogany, Diana Ross stars 
as Iracy Chambers, a beautiful, pleasant, witty Chicago 
secretary who wants to be a fashion designer. [racy is 
attending designer classes at iid, but her major. chance ac 
success comes nee photographer Sean McAvoy (Anthony Perkins) 
"discovers" her modeling potential. Meanwhile, she has 
become involved with handsome aldermanic candidate Brian 
Walker (Billy Dee Williams), and there develops between 
them a tension about whether it is more honorable to leave 


Breadnetto fPorwa) better: late jor fightyite: make rghetto; life 


better. Walker prefers the latter alternative: "Someone's 
foueaestay: and do the marching and the politicing, and the 
Pinu, to, make: this .a better, place to) live.» He wis 
Campaigning to save neighborhood houses from speculators 

and apartment developers, against the vigorous opposition 

of construction workers. Walker wants neighborhoods in 

which people will be able to have "some kind of feeling 

for one another," and his speeches emphasize interdependence: 


tee by pulling together fthat] we feel our power and our 


strength." 
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Eracy nis aggressively apolitical, though she does 
get importantly involved in Walker's campaign, for the 
avowed reason of injecting some "show biz" into it. But 
her overriding concerns are fame and Fortune, and the 
pursuit of a meaningful independent career. (In Walker's 
Opinion, [racy's ambition is simply to "make clothes for 
memepeople to look at in magazines.") McAvoy, the photo- 
grapher, eventually persuades Tracy to leave Chicago -- 
where her skin color clearly impedes her career -- and try 
the more liberal climate of European modeling and design- 
mogeetrcies. “In Europe," he says; "They don"t send their 


pretty things out for coffee." 


A "pretty thing" is exactly what Tracy becomes 
in Europe. McAvoy christens her "Mahogany" because "I 
give all my creations names of inanimate objects." Tracy 
rises to stunning heights as a high-priced mannequin, 
while her designing ambitions remain unrealized. Walker, 
meanwhile, has lost the aldermanic election, but he is 
"encouraged" by his showing, and will. take a crack at the 
upcoming congressional race in his district. (No details 
of party affiliation or nomination processes are provided. ) 
He visits Tracy in Rome, but is disgusted by the decadence 
of her life style, and by what success has done to her; 
he leaves her with a somber, emotionally delivered warn- 


ing: "Let me tell you something and don't you ever forget 
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it. Success is nothing without someone you love to share 


aa wart. | 


Eventually, Tracy gets her chance to design, but 
after a triumphant exhibition of her creations she decides 


to go home. Walker is campaigning for congress and speak- 


ing forcefully against corruption -- which his opponent, 
mieredibly, defends as a matural part of politics! Walker 


also promises to stop the "power merchants from trodding 
all over the little people." Tracy merges with a small 
outdoor crowd listening to Walker speak, and, in a joking 
question-and-answer session with him, promises to stand 

by her man. ("I want you to get me my old man back," she 
shouts. "Are you prepared to stand by him when the going 
gets rough?" "Yes." And so on, ad nauseam.) Money, we 
fearnator thermillionth, time, "cannot: buy happiness; asthe 
heroine of this film abandons a lucrative career and 
Paeonfullysretreats to the,role)ofieager,helpmate,for;her 
agortious husband. «As ’might«be,expected,i,[racyis,decision 
is not motivated by a belated realization that she ought to 
help the folks back home after all, but by private senti- 


ments about Walker and the emptiness of glamorous living. 


Finally, we shall consider seven movies of 
national or international intrigue and adventure. Primar- 
ily, these are action melodramas; most of them are about 


the adventures of Americans abroad, and they all involve 
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plot devices of comparatively explicit political interest 
p-eerrorism, “political” kidnappings, assassinations, 


espionage, and so on. 


poMiiwniiMivesohacter, for example, opens in a 
hactitious Fast African country whose President, General 
M'Goya, is shot dead by an American mercenary named Shatter 
(Stuart Whitman). Shatter, we learn, frequently performs 
Sfen  Girty jobs" -- albeit’not without some distaste --=-and 
Diythis occasion he was to be paid $100,000 by the “agency" 
in Washington. But when he goes to Hong Kong, where he 
momea collect the money, he finds that the "agency" did 
feu nire Him after all, and, in fact, disowns him completely. 
Further to this, Shatter is now persona non grata in Hong 
Kong itself -- a point which is impressed upon him when he 
2s beaten mercilessly by the "Security division” of the 
Hong Kong police. He spends the rest of the movie disil- 
lusioned and paranoid, dodging frequent attempts on his 
life; the efforts to kill him apparently have something to 
do with a mysterious package he took from M'Goya and which 
a crime syndicate is interested in acquiring. Shatter is 
befriended by a Chinese masseuse and falls in love with her, 
but she is killed during one of the attempts on his life. 
This gives him an opportunity to denounce the "filthy 


business" that started with the assassination. 


In the muddled politics of the film, M'Goya is 
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described as a "tyrant and lousy dictator," whom the CIA 
is pleased to see dead, though they would have preferred a 
Wsample' accident." The''slain leader had been involved in 
the opium trade, we are told, to the point of being a 
puppet for the Hong Kong crime syndicate. He decided, 
however, that he could run the country by himself -- with 
the help of arms from the "Red" Chinese -- and halted the 
mgecrartic. leis not at alt ‘clear whether’ ‘the Tatter 
move was for humanitarian reasons. In any case, M'Goya's 
brother had arranged the assassination and succeeded to 
the presidency, and he now wants Shatter brought back to 
Peon At rica to be tried anid publicly Gar'roted. * The main 
Peason for this, one gathers, is the new president's 
unexplained but frequently mentioned desire to embarrass 
the Western powers -- especially the British -- by impli- 
Cating them in M'Goya's death. At one point in the film 
we are shown pseudodocumentary footage of the execution of 
amrebel/ainuthe fictitious ‘country ,* but this’ seems designed 
less to elicit sympathy for the rebel than to demonstrate 
Mremifelds ‘cheap’ atmosphere 4n which’'the’ violent’ polit- 


ical machinations take place. 


Neil Bowman, the hero of Caravan to Vaccares, 
is also an American involved in intrigue abroad. [This 
time the setting is south-west France, and Bowman is a 


rather different kind of mercenary than was Shatter. 
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Bowman is a drifter who is temporarily in the 

employ of the Duc de Croytor, a wealthy Frenchman, who 
wants him to escort a Hungarian named Stefan Zuger to 

New York. Though Bowman is kept very much in the dark as 
to the exact nature of his mission, after several attempts 
foentoylife and a verbal confrontation with the Hungarian, 
Memcarscovers the truth. "I make invention," says Zuger. 
Peviant to, make method free to all. My country say no...." 
The invention is a device that will "convert the sun's rays 
to energy," and Zuger would give it to the United Nations 
to be made available to rich and poor alike. ("In twenty 
fees. ane cautions us, "all oil is gone.") As it turns 
Meet te toe not Zuger's. government who .its trying te stop 
him, but some free enterprise criminals who want to sell 
Pager and his invention to the highest bidder. Like 
Snatter, the hero of this poorly done film spends most of 
his time coping with attempts on his own life, or Zuger's, 
and trying to figure out exactly what is going on. Unlike 
Call Him Mr. Shatter, there is an undercurrent of idealism 
-- or naivety -- in the film, as when de Croytor admonishes 
Bowman for being a quitter: "You quit the army, your job, 
your country. Sooner or later you'll find there are some 
Situations you cannot quit." This prediction comes to pass 
when Bowman overcomes his reluctance to involve himself 
with the Zuger affair, and willingly accompanies the ideal- 


istic inventor to New York. We are not told the circum- 
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stances of Bowman's having "quit the army," etc., but 


one gets the impression it was not the right thing to do. 


Like his counterparts in Call Him Mr. Shatter 
and Caravan homvVieaccares, tie hero of Wourney. Into hear —— 
an unsuccessful, updated re-make of the famous Orson Welles 
film -- is an American who is caught up in a situation he 
only partly understands. Specifically, he is an engineer 
and geologist employed in Istanbul by the "Vainbridge Oil 
and Natural Resource Company," an American enterprise which 
numbers among its associates the head of the Turkish 
Secret, police. Phe antricacies of the plot are numerous, 
but the following is the major point that emerges from the 
Vanious threads of the story: the hero, Mr. Graham, is an 
expert on oil exploration and he has information about 
Turkish oil reserves which makes him valuable to the Turk- 
ish government (the Turks are "good guys" in this movie), 
and a target for a mercenary killer who apparently works 


foc ethegAcabs -('bad.quystjiow bhewlatter pointers vunclear, 


Since the killer -- during a final showdown with Graham -- 
is enigmatic about the people he works for: "Oil is money. 
Monevuisepolitics «i pLevork. for.moneyas, eth ablienein the 


film, the villain, while traveling under an assumed identity, 
had referred to himself as "a good Arab -- not a terror- 


ieteoraaniicsSemites') 


The killer's mission is to delay Graham's report 
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Omethe Turkish reserves until unspecified new treaties have 
been signed and new wprices “agreed ‘upon *== or gcalternabively, 
to suppress the report! altogether. Graham spends most of 
Premed im figundtiveby and: literally at+sea == ‘kondon sand 

New York are his ultimate destinations -- not knowing who 

is on what Side, and taking a foolishly long time to come 
Pemehe wrealization that his Life isin dangere’ The ‘sea 
Voyage enables the director, Daniel Mann, to give the film 

a modicum of visual style, symbolizing as it does the hero's 
bewilderment, and in this respect Journey Into Fear is a 
shade better than most of the melodramas. The metaphor 

is extended during the on-shore sequences by the use of 
equally conventional devices: shots of lengthy hallways, 
spural staircases, confusing arrays of building columns, 


ang other architectural mazes. 


In The 'Human' Factor and Sky Riders, Americans 
aproad are Victims of “left wing terrorism." Initially, 
The 'Human' Factor looks like a Death Wish imitation. 
George Kenedy plays an electronics expert working at a 
NATO installation in Naples. When his wife and three 
children are inexplicably murdered, Kennedy grieves for 
a while before becoming predictably enraged. Then, after 
a family of five are similarly slaughtered, he decides to 
catch the killers himself, with the help of "suspect pro- 


files" available to him by way of a secret computer net- 
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vork, 21 The suspects -- all young people -- include a 
meormer o.D.5. radical” with “ultra Yeft" views, someone 
who had "contacts with Known Militants,” a Palestinian who 
"took political science and Middle East studies at Berkeley," 
and so on. It transpires that these "psychos," as Kennedy 
calls them, are randomly killing one American family every 
three days pending the release of some nameless "political 
menrorists” and the payment of $10,000,000 in U.S.’ curren- 
cy. Kennedy, a lump-in-the-throat- Dalrroc rit sits. MoV Le’, 
sees the whole thing as a straight-forward case of anti- 
Americanism: "They just want to humiliate us. That's 
Pretty much an international sport lately." ‘In due course, 
Kennedy slays the radicals one by one; he does not want 
them in jail where they can be "ransomed out by another 
ecoupeof psychos.’ The film closes with a lengthy Dbibli-— 
fal massage referring to ‘an eye for an eye, a tooth’ for a 


Booth, and soon. 


Sky Riders is, as Richard Combs says in the 


Monthly Film Bulletin, "an unmistakeable stablemate" of 


The 'Human' Factor, though the emphasis is more clearly on 
adventure than bloodletting. Jonas Bracken (Robert Culp) 

is a wealthy American living in Athens. His wife and two 

children are kidnapped by the "World Activist Revolution- 

ary Army," which is "fighting the tyranny of world-wide 


imperialism." Though the Brackens' servants were slain 
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during the abduction, the World Activists profess egalit- 
Seren sm ,=——-. "The rich will share or.the. rich-willidie" -- 
and demand $5,000,000 ransom for the three hostages. They 
are being held in a “people's jail," a mountain monastery 
that functions asva fortress. «lhe herowof tthepfameas 

Mrs. Bracken's ex-husband (James Coburn), who organizes a 
team of dare-devil hang-gliders to storm the monastery 

ama rescue the prisoners. the activists, it goes without 
saying, are stupidly conceived caricatures who, as the 
police explain, are "only interested in anarchy and chaos." 
They have "World Activist" neatly emblazoned on T-shirts, 
and have as their leader a young man with a permanent two- 
day growth, a crazed look in his eyes, an accent one takes 
to be German, and an unpleasant facial scar that was ac- 
quired, he says, when he was hit with a rifle butt during 

ae peaceful demonstration." This is, as Combs says, "a 
no-nonsense, leftist-squelching" movie and it is unblushingly 
on the side of Bracken and his money. The hard pressed 
magnate's most poignant scene may be his dejected announce- 
ment that in order to pay the huge ransom he will have to 
sell his copper holdings. He is spared this trauma when 
Coburn and his associates rescue the kidnap victims. The 


terrorists, of course, are killed. 


Who?, unlike most of the intrigue and adventure 
movies is set largely in the continental United States. A 


certain Doctor Martino had been supervisor of the top 
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Gectet "Neptune project" “in Florida. After a nearly fatal 
Gar accident, he winds up in East Germany where he is 
"re-built" -- complete with metallic head -- and subse- 
quently released to American officials at a Berlin check- 
pointe. Itt is up CakB lbwagent-SeanRogers 5CEhlliott Gould) 
to determine if this strange looking creature really pes) 
Martino, how much he has told the East Germans ("They 
cracked him....They cracked everyone they ever wanted. 
Mayeenot ‘him?), and whether he is presently a security risk. 
meecuris out that Martino is the real thing after all, and 
he is not a security risk -- though we learn in a tedious 
sub-plot that a close friend of Martino's, a college friend 
who had been involved in Democratic politics, has indeed 
Secome a traitor. (Thise iste, fare onsetance of. “real 

party affiliations being attributed to fictional characters.) 
Maesenier point of the film seems to be that Rogers” 
harassment of Dr. Martino, in the interests of ascertaining 
tie scientist's authenticity and patriotism, is no better 
than similar treatment accorded by Rogers' East German 
Poumeerparts, who are interested in scientific intella— 
genee. In the end, Martino carries the “plague on both 
Vour houses" idea to. its logical conclusion, and —-= not- 
withstanding his security clearance -- refuses to rTecurcn 

to the Neptune project. Instead, he'll davecon a farm at 
some unnamed "Canadian lakes" where, we are told, the FBI 


owns a couple of hundred acres of land. Despite Martino's 
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difficulties, the film is quite sympathetic towards Rogers, 


whose insensitivity is excused on the grounds of "profes- 


sional detachment." Rogers, let us remember, carries the 
Meaghitwotethe "free world", on his; shoulders <--as:is 
evident in this classically outrageotsslines (Nir I make 


eamvrong decision, my friend, all our kids could wind! up 
snorting vodka and eating borsch with chop sticks." (What 
that says about Sino-Soviet politics may be left to the 


reader to ascertain. ) 


Finelly,. we come to: the curious: case of»Abduction, 


Pocheisealsoysetsin ithe UsSi»proper> /butcwhichas+=.like 
skyeRidersvand The ‘Human! Factor;}--;is about) terrorism. 


Though the film was allegedly based on a book published a 
year before the Hearst kidnapping,!2 the parallels with that 
celebrated case seem too blatant to be coincidental. 
Patricia.Prescott isthe -daughtereof -a»realmestatestycaoon, 
and she is abducted from her apartment by a group of 
beowoluttonaries wha; dnethes process; viciously (beatiupiher 
PoveericndarsPatricia is heldtasia Tpolitical prisoner" 

by the group -- which includes Dory, the black leader, 
Frank, Carol and Angie -- and forced to videotape a mes- 
sage to her father: she will be killed unless he agrees 
to blow up the "Park Tower Apartment Complex." The latter 
edifice, it is revealed, had been intended as a low-income 


housing project, but Prescott -- through the machinations 
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of a dummy corporation he controls -- has transformed it into 
a high-rent luxury complex. Since the original project in- 
volved grants from a government agency, Prescott had to 
Overcome some legal obstacles DY payanavorf yodgess = the 
foerce, and government officials: (That, *at-least, “is"how 
tne Tadicals see it, and the Viewer is not’ led to ‘believe 


or suspect otherwise.) 


For the kidnappers, then, Prescott is proof 
that the political system and political processes have been 
polluted by "the forces of social and financial repression 
Epat cause millions to live in poverty and despair." 
Meesccott, for his part, is’ quick to realize the broader 
Exeomnificance of the kidnapping: "These people are not 
Seninals —- not. in the ustal sense....1t's not our: money 
Pievyire after. it's us, our way of life, everything we 
represent." (This is a calm rather than panicky assess- 
Heme.) After Prescott pressures. the police to get results, 
they arrest Jake, an associate of the kidnappers, who is 
brutally persuaded to reveal their identities. In what 
is now a tiresome ritual in many movies, Jake's beating is 


prefaced by shouts of "Don't threaten me, I know my consti- 


GUEeloMVal rights.” 
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Meanwhile, Patricia is gradually being convinced 
Sreene Validity of the group's cause, but not before being 
raped by Dory -- who sends Prescott a videotape of the 


event. “During the: course of her captivity, Patricia® is 


meer orced to Wmake at'Y with Carol == this ‘too? is) vitde= 
taped -- and she eventually initiates an uncoerced ménage 


a trois with Frank and Dory. Without minimizing the 
obvious exploitation aspects of these scenes, it should be 
fotedethatl the sexual content. in’ Abduction is iitselfiof 
political interest -- symbolizing, on the one hand, 
Patricia's abrupt and terrifying separation from conven- 
tional moral codes, and on the other hand, the presumed 
eesoconal "liberation". that results froma radical’ political 
transformation. (While that seems to be what the film- 
makers had in mind, the sexual content would undoubtedly 
"Drove" to some observers that the group was savage and 
immoral -- in the same way that conventional attitudes 
powandsasex can bei portrayed or interpretedias ‘attractively 
fepraight,” ior foolishly “uptight,” by conservatives and 


liberals respectively.) 


The more intellectualized aspect of Patricia's 
Conversion is a little less heavy-handed than the trans- 
formation from rape to sexual liberation. Convinced by 
the radicals that her father is corrupt, and much taken 


with the group on a social and sexual level, she overcomes 
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her initial limp reservations about them ("Your cause seems 
Beghty but is it the only way?" "How can you do all. these 
terrible things when you say you believe in ha bether nioml diy" ) 
mrethe face of equally uninspired assertions to the effect 
fiat wWwiolence is’ the only way, and one life is) of no conse- 
quence when dealing with such large-scale social injustices. 
Hoibe fair, the transition is a little more credible on film 
twan at is) on paper, and is helped along by Patricia's more 
initimate knowledge of her father's corporate holdings and 
pomitical influence. Once .convinced of his corruption, 

for example, she is more astute than the radicals in ass- 
essing the extent of his power and the limitations it imposes 
On normal, non-violent Channevis j acb y/fthenernd, tof athe tMaim, 

the apartment complex has been blown up as requested, but 
BPaeTicia chooses to stay with the group... The movie con- 
cludes with a demonstration of the thoroughness of her new 
convictions: when Dory is recognized by two off-duty pol- 
icemen who happen upon the house where she has been held, 


she shoots both of them. 


Abduction is not exactly a profound political 
statement, but the political content is too detailed and 
too carefully played out to warrant the film's dismissal 


as a "sexploitation" melodrama. The capsule review in 


Variety, for example, is quite misleading: "Porno in 


Sperits pt not in the flesh. Essentially nasty, slickly 


sensational, empty-headed." More sympathetically, Jill 
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Porves, In the Monthly Film BULL etin, thought the tal m 

was "successful at showing Patricia growing in self-aware- 
ness and pola tical understanding, despite the flimsiness of 
the theoretical basis." She Faults the film because, among 
other reasons, "it falls back on a crude psychological 
ploy which suggests that Patricia Prescott was bored by 
all the good things privilege can buy and secretly yearned 
Hor. the clutches of a black revolutionary rapist when in 
the arms of her sedate and studious boyfriend." One would 
add to this the comment that Abduction is unique among the 
melodramas we have discussed in that it presents revolu- 
tionary activity in a way that does not -- by implication 
or otherwise -- reduce the motives of the radicals to 
individual materialistic terms. When Prescott says they 
amcenouvarter-mormey, he 1S right, and that point is never 
Undermined. For all that, the film is nasty and -= if any 
didactic intentions may be presumed -- it is a failure. 
aiempligne of the Urban poor, tor *exanple, is ‘stated in 
Sloganitsctie terms, and neVer personified dramatically in a 
way that might elicit sympathy or anger. We are not shown 
any poor people. Since Prescott et al. are corrupt, we 
are left to identify with the radicals; and these impress 


us, right or left, as fundamentally unpleasant people. 


With that, we conclude our discussion of those 


films designated "melodramas with politically interesting 
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eyp=plots or implications." In subsequent chapters, a 
smaller block of films -- message and analytical movies -- 
will be examined. For now, we propose to summarize and 
draw some tentative conclusions from the material presented 


here. 


Concluding observations 


We have now allocated some sixty-five movies 
into three categories and we have discussed many of them -- 
in greater or lesser detail -- to illustrate the kinds of 
fins whach constituted this portion of our sample, and 
to explain what the categories were about and how they 
differed from one another. With the possible exception of 


borderline cases such as The Story of Adéle H. and The 


nomantic Englishwoman, the films discussed in this chapter 
are quite unlikely to find their way into conventional 
treatments of political cinema, though one or two might 

be mentioned as mild curiosities (Abduction) or outright 
jokes (Who?). Moreover, as we have suggested from time to 
time, many of the films are of an aesthetic quality that 
ranges from mediocre (Mahogany) to awful (Pursuit, and too 
many others). What we have tried to document in this chap- 
ter is that, good or bad, these films include a great deal 
Mepolmtecal and politically relevant content; the politics 
is not always, or often, very sensible, and it is half- 


hearted at best, but it is there all the same. Having 
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discussed individual films and clusters of films, and 
having pointed out some of their apparent political content, 
we conclude now with some general remarks about each of the 


Pamee! Categories, and about this entire block of films. 


Asa "grouUp,uialms of minimal politreal interest 
are far removed Pren -explicve "references to *polrtres “in 
the narrow, governmental sense; and what limited political 
content we infer is itself several times removed from any 
ariusion to political LAStpleucLone (or processes. As: Tar 
as politics is concerned, these are movies which traffic 
Pinata Ly in hintsand babels. “Carole Lombard hints of 
systematic factors at work when she complains of the way 


ees damn thing is so ‘set Up” “im Gable ‘and Lombard; and the 


Peter Fonda character assumes an anarchist label -- albeit 
ene congue “in cheek --' "in Killer ‘Force; “but neither the 


hints nor the labels are ever sustained or developed to a 
point where they become interesting or controversial -- 
nothing emerges that would educate or offend non-believers, 
dissuade or re-inforce believers. Characters assume stances 
Tach eim the films, do not carry convincing amplications; 
the Fonda character is an unextraordinary bandit, and Lom- 
bard in an eccentric, feisty actress, and nothing that 
either of them does seems to flow from any conscious delib- 
eration about social processes. (The major function of the 


labels, it seems, is to invite identification without 
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causing discomfort to less "progressive" segments of the 
audience -- hence, a romantic, glamorous feminist, and an 


anarchist diamond thief. ) 


Similarly, we have seen that some labels -- the 
Nazi speculators in-Watch Out We're Mad -- invite equally 


superficial negative reactions; disturbing ideologies are 
Peduced to cartoon caricatures, in a way that is suggestive 
of Furhammar and Isaksson's assessment of wartime propa- 


ganda films: 


to the extent that propagandist 
drama has succeeded in conditioning 
the audience to react in a Pavlovian 
was to the enemy as well as its own 
Side, it has also disconnected the 
response from any basis of reasoning 
or ideology. Unfortunately, this has 
happened with reactions to Nazism and 
Fascism, which were originally ideol- 
ogies that had to be fought but were 
gradually reduced to symbols of evil 
with almost exclusively metaphysical 
significance. Anti-Nazism lost its 
real meaning and became no more than 
a signal; beneath ‘it,- diametrical ly 
opposed ideas have managed to get 
insinuated into both propaganda films 
and apparently innocuous entertain- 
ments. 


The symbolic use of anti-Nazism is apparent not only in 


Weech Dut We're Mad, but in The Hindenberg -- a film that 


is more seriously and pretentiously anti-Nazi. 


The sub-culture movies, as a group, leave one 


with the very definite feeling that some social strata are 
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Detrver otf than others, and that life can be trying,) pain- 
Tul; or downright brutal for those who are not Tad hy. ha 
tegrated into the mainstream of a society. But although 
movies like Aaron Loves Angela and Cooley High broadly 
Suggest a fundamental unfairness about a group's status in 
Society, generally they fall short of explicitly or im- 
pra eitly attributing day lame: to recognizable; policucal 
Mec ututitons, individuals, or processes. The corollary of 
this is that the problems which are raised are solved, if 
Meme. coin the most individualistic fashion. Thus, the 
limitations of Aaron's social status are asserted rather 
than explained, so there is no realistic sense of a solu- 
Mmeonsne must simply be honest, stay out of trouble, and 
Gawinate his father and girl friend think is best. Preach, 
imcooley High, ‘must work hard and get a scholarship =~ 
always easier to come by in the movies than in real life -- 
lest he become a football player or a factory worker. 
Rufus, the slum landlord in Hazel's People, undergoes a 
magical change of heart. Other solutions are rather less 
docile: Sheba Baby and Dolemite -- both of them badly 
written and directed -- at least communicate an impression 
Opeviolent, angry assertiveness that is a lively alternative 
to the "be a good boy"/"don't be angry"/"education is the 
key" and assorted other bromides of Aaron et al. Also, 
films such as Sheba Baby and Dolemite are more likely to 


attribute blame for certain problems -- usually having to 
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do with crime and drugs -- to corrupt (monk yw poli tiedans 


and policemen. 


Another characteristic of many sub-culture movies 
is the sense of geographical and social immobility which 
they communicate. The characters generally stay within 
Fairly definite geographical boundaries -- a street, for 
example, Or a section of a city -- and interact primarily 
Beeonly with members of the same social stratum; this 
Hetially eliminates either the opportunity for, or the 
mecessity of, accounting Locythe anoup's status jin terms 
of others who are more or less fortunate. We note, however, 
an interesting difference between, on the one hand, Aaron 
mowes Angela and Cooley High; and.on, the other hand, Lies 
wmmcunerwwold Me and Hester Street. . Ihe stirst two are 
about young American blacks and the setting is more or 
less contemporary (early sixties to the present); one way 
Or ,another, the major characters want to get out of .the 
Dhysical and social environment in which they live. the 
other two films are about Jewish immigrants and the settings 
are more historical (turn of the century to 1920's); both 
films are clearly nostalgic about the physical and social 
environments in which they are set. Without suggesting 
that the situations dramatized in both sets of films are 
in any sense exact parallels, it does seem likely that life 


for Jewish immigrants in Montreal and New York was consider- 
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ably less blissful than the movies would indicate. The 
nostalgic approach necessitates -- or is itself caused by 

-- an idealized view of adverse conditions such that 

poverty becomes a matter of rustic decor and costuming, 
rather than ceaseless hardships, inadequate diets, shortened 


fife spans, suicidal anxieties, or broken marriages. 


Among the melodramas, we have identified two sub- 
categories which are imbedded with traces of liberalism 
and conservatism ranging from vague to explicit. The movies 
of crime and detection tend to be "liberal" in the sense 
that our sympathies are largely directed towards the "little 
shots" rather than the “big shots"; the former may be detec- 
muves Of’ a kind, asin Family Plot, but are ofiten heroically 
depicted or sympathetically portrayed outlaws, who are 
either excused as victims of adverse circumstances (Lucky 
Lady), or explained as an understandable, bizarre manifes- 
tation of "the American Dream" (The Four Deuces). It is 
Powmeorat ‘there ais any thoughtful notiom of social justice 


in these movies, but rather that many of them are about 


people who feel they do not have enough -- this is some- 
thing we are told rather than shown -- and who are now 
about to win or steal a "piece of the action." (Cf. The 


MevLaerorce The Four Deuces, Las Vegas Lady, Lucky Lady; 
the notion of "little" people making it to the top is also 


an aspect of Hearts of the West and Goodbye Norma Jean.) 
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What is being sought in many of these movies is, of course, 
nothing remotely resembling egalitarianism: it is personal 
success, usually ui cireerorm OF Wealth and socialist atus. 
Pnaeed, one is sometimes ‘left ‘with the feeling that actually 
Vemeing for a Living --"at an ordinary, routine job -- ‘is 
Giete beneath the dignity of anyone with imagination, 


amottion,-and "class." 


Mose Of sthe movies of intrigue, on the other 
hand, may be described as relatively "conservative" because 
they direct our sympathies towards people who, in their 
various ways, are associated with established economic and 
political power (an FBI agent, the representative of an 
Oil company, a CIA operative, an electronics expert in 
NATO, a wealthy industrialist); and their lives, loved 
ones, peace of mind, or possessions stand threatened by 
leftist bugaboos which, as movie advertisements used to 
claim, are "ripped from today's headlines" (terrorists, 
student radicals, greedy Arabs, communists, and anti- 
imperialist Africans). The headline analogy is an apt one 
because in an important way these movies are similar to 
scanning headlines in a newspaper: one gets a rough, super- 
ficial sense of events -- a kidnapping here, an assassina- 
tion there, oil prices will rise, imperialism is denounced 
-- without any sense of substance. Events Whpch’,. "in St ire 


real world, would be politically substantial and complex 
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become, in these movies, a routine occasion for heroic 
achievement by the main character, and are typically 
presented solely in relation to their effect on his survival. 
Nonetheless, the films do carry facttial amplications, of 4 
pOurtical nature, and one wonders how much of that informa- 
tion is ever perceived and responded to. Call Him Mr. 
shatter, for example, tells the audience that the CIA pays 
some of its employees to kill foreign heads of state. From 
the point of view of a sophisticated observer, that may be 

a shameless attempt to capitalize on sensational revelations 
about CIA activities in TLOLceLgns coUnurtes >. DUG for others, 
it may be perceived as credible, eye-opening news. More 
generally, we "learn" from several movies of intrigue that 
merrorists are primarily interested in financial gain,. that 
Americans abroad are disliked and senselessly maligned, and 
eyatethe machinations of international politics beget chads, 


bewilderment, and violence. 


In one respect, the political inadequacies of 
melodramas contrast sharply with the inadequacies of sub- 
culture movies: while the latter can create at least a 
vague impression of deprivation or hard times without 
explicitly locating causes in peltticat structures or pro- 
cessess, many of the melodramas tend to emphasize explicit 
political terminology and slogans without conveying a sus- 


tained or convincing image of the social reality to which 
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the slogans might refer. Principally, we are exposed to a 
lexicon of melodramatic political terminology: "power 
merchants," "little people," "corruption and bribery," 
"Gestapo methods," "Nazi racial theories, | tyrant. and, lousy 
aeetator, " "ultra ferupsy chaos. “thet Orces. Of isOCtal and 
financial repression," "oppressed urban DOUD) anid SO. Otis 
One of the problems, of couse, is that some of the persons 
and processes alluded to are never actually depicted, but 
even when they are the depiction is often insubstantial 
feeomiareal. “oln Lueky Lady, for example, when Liza Minnelli 
talks about being poor we do not really think of her as 
being poor; rather, we absorb the data because we know it 
mmimcended to justify and explain her bootlegging career. 
We recognize it, in other words, as a cinematically common- 
place attribution of motivation -- which in itself is of 
some political interest -- and not as an allusion to actual 
Benditions of deprivation. Many of the other terms and 
slogans encountered have precisely this aspect of unreality 
Beeut them. (Nonetheless, that: kind’ of political content, 
such as it is, is more prevalent in the melodramas than in 
wuinc of minimal political interest, and 4t tends to be 


more effectively dramatized and less peripheral to the cen- 


tral themes and stories.) 


Finally, there is about many of the films we have 
discussed an undercurrent of cynicism about individual 


corruption as distinct from any focused criticism of insti- 
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tutions. In "tough" movies like Sheba Baby and Dolemite, 
as we have seen, an unarticulated assumption seems to be 
Paoreexisting institutions would be: just, or at least. ade- 
quate, were they not defiled by unworthy people. One 

would suppose, For example, that loan companies would be a 
reasonably "safe" target for those who would presume to 
address themselves to ghetto blacks; yet Sheba Baby care- 
fully differentiates between legitimate loan companies 

and illegitimate loan companies (or loan sharks), and it is 
the latter who are the targets. (Indeed, since Sheba's 
Slain father owned a loan company, one finds oneself get- 
ting downright sentimental about them.) Even Abduction, 
which has theoretical pretensions, portrays Prescott -- 

the Hearst surrogate -- as a man knee-deep in payoffs to 
fuiaues, policemen and politicians. And,) or course, the 
Teftists in movies like The ‘Human' Factor are not the 
Peerets of legal “creeping socialism” or other alleged 
Sources of conservative anxiety; they are crazed, gun- 
slinging, murderous outlaws who must be stopped by extra- 
ordinary means because normal procedures are either ineffect- 
tive, or are undermined by "soft" individuals (e.g., plod- 
ding policemen and liberal judges). The effect of all this, 
obviously, is that anything resembing social criticism -- 
right or left -- becomes blunted by being cast into a cops 
and robbers mold. Avierucial value which emerges, then, 


and which cuts across the rough liberal-conservative 
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distinctions we have made, is this: the laws are just and 
Biente to be obeyed; illegality is justifiable, or at least 
understandable, principally as a response to illegal activ- 
ity by others -- especially those more powerful, more 
effective, and more affluent than oneself. In this scheme 


of things, illegality and injustice are synonymous terms. 


To sum up, the sixty-five films we have categor- 
azed and talked about in this chapter contain political 
and politically relevant content of a kind that is normally 
ignored by students of political cinema. That lack of 
interest is understandable, given the weaknesses we have 
melded tos very generally, the films are characterized 
less by thoughtful analysis, reasoned argument, and focused 
Criticism, than by well-meaning platitudes, strident slo- 
Ganc.rang shapeless cynicism. It is at least a plausible 
hypothesis, however, that if movies have any impact at all, 
shapeless cynicism is as potent a force as focused crit- 
icism; and, for better or for worse, platitudes and slogans 


are often the very currency of politics. 


Ite stack that many of “ther tims discussed sso thar 
involve unflattering references to politicians and political 


processes is a matter that will be considered in more detail 


in our concluding chapter. Indeed, we shall also see that a 


certain political cynicism is not entirely peculiar to the 
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the films already discussed -- or, for that matter, to the 
whole sample. We shall see, too, that the tendency for films 
to encourage empathy for individuals who are somehow disadvan- 
taged -- a tendency evident in many of the sub-culture films 
about crime and detection -- is developed more fully in our 
two most important categories: message and analytical films. 
Those we will discuss in considerable detail in the next two 


chapters. 
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ENDNOTES 


We shall have occasion, also, to indicate different 
clusters of films within categories. 


The classification of films by country or OT igs nawwallel: 
be important, of course, when inferences are made con- 
cerning relationships between politics in films and 
politics in actual societies. For the moment, the 
reader is reminded that the vast majority of films we 
have designated "commercial" are American in origin. 
When we talk about films of other countries, normal 
practice will be to mention the specific country when 
ie rs not otherwise implied. 


The term "melodrama" is being used in roughly the same 
sense as that given in W.F. Thrall and Addison Hibbard, 
A Handbook to Literature, revised and enlarged by C. 
Hugh Holman, (New York: Odyssey Press, 1960), p. 280: 
"A play based on a romantic plot and developed sensa- 
tionally, with little regard for convincing motivation 
and with a constant appeal to the emotions of the 
audience. The object is to keep the audience thrilled 
by the awakening, no matter how, of strong feelings 

Bap bysorm horror, or joys? »\Poetbac {justice as super- 
ficially secured, the characters (who are either very 
good or very bad) being rewarded or punished according 
Pomeieir deeds." ("Plot," “motivation, ® and “poetic 
wistace, “are: zn. small capatal) letters: in the) orginal, 
to indicate separate entries.) 


In the present context, however, the term is not in- 
tended to be an absolute designation. A film or 
scenario can be more or less melodramatic, or have some 
melodramatic aspects, and so on. Some of the sub-cul- 
ture movies, for example, are highly melodramatic -- 
but their political interest derives less from these 
melodramatic aspects than from attempts to re-create 
the details of a physical and social environment. On 
the other hand, films we have called "melodramas with 
politically interesting sub-plots or implications" 
typically derive their political interest precisely 
from sensational -- melodramatic -- twists of plot: an 
assassination, a kidnapping, a romantic involvement 
with an aspiring politician, and so on. 


Films are listed by category in Appendix 'C'. 


For virtually every film in the sample, of course, at 
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least one plot summary and/or review is available. 
The plot summaries which are given in the text are 
largely based on our own notes, thaugh we have liber- 
ally made use of the available -- and invaluable -- 
review material cited in Appendix 'A'. When material 
from a review article is quoted directly, the general 


practice will be to mame the periodical and/or author. 


That information, coupled with the information in 
Appendix 'A', will eliminate the need for redundant 
footnotes, while providing the interested reader with 
all the information needed to verify a quote, read it 
in context, peruse an alternative plot summary, or 
whatever. 


In some respects, however, our summaries and comments 
will tend to differ substantially from the review 
material cited: 


(i) Throughout our analysis, we will frequently quote 


characters in films; unless otherwise noted, such 
quotes are from our own notes and not from published 


material. (We have been able to check the accuracy of 
some quotes, in second or third viewings of several of 
the more interesting films in the sample, and are con- 
Fident that a high degree of exactness has been attain- 
ed. Punctuation, of course, has had to be "invented," 
and, when appropriate, we have tried to indicate words 


which have been especially emphasized. ) 


Film, of course, is at least as much a visual medium 
as a verbal one, but dissertations are not}; so, in an 


essay such as this it is sometimes convenient to indi- 


cate the "mood" or "flavor" of a movie with a simple 


quote. Thus, "All they can do is put a name on things 


they can.'t understand" nicely captures the attitude 


towards psychiatrists that is conveyed youn diverse 
visual and verbal ways -- in The Anti-Christ et al. 


There will be times, too, when the quoted material is 


all there is, or when the more important point is being 


made visually -- e.g., by crosscutting -- rather than 


with dialogue; in cases such as the latter one we shall 


specify what the cutting seems to mean. 


(ii) Our plot summaries and discussions will emphasize 


political and politically relevant content, while de- 


emphasizing politically "irrelevant" content -- except 
insofar as its inclusion is necessary to make summaries, 
or subsequent comments, intelligible. Inevitably, this 


will make some movies seem more political than they 
Teally are. A movie like Sky Riders, for example, is 
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more about hang-gliding than politics, but one would 
not necessarily get that impression from reading our 
discussion of it -- albeit the category it is in is 
an important clue. Also, we make no pretense about 
exhausting even the political aspects of many of the 
films discussed. 


In other words, our summaries and discussions are based 
on, but are in.no sense a substitute for, viewings of 
the films in question; to regard them as such, espec- 
ially given our preference for political content, would 
be seriously misleading. 


For the most part, we shall talk about films using the 
names of characters rather than the names of stars. 
Occasionally we shall indicate who plays what part, if 
the information seems useful or interesting; thus, when 
talking about the "working class hero" aspect of Peeper, 
it is helpful to know that Michael Caine is the lead 
player. Directors and writers, too, will be named when 
it seems interesting or useful to do so. This data will 
be available for each film in Appendix 'A'. 


Ms. Grier's screen persona is itself of some passing 
interest. An attractive-looking, bad actress, she plays 
black "super" women ("I'm not going to sit on the side- 
lines just because I'm a woman") -- beautiful but 

tough, merciless with the bad guys, and independent of 
her male companions, who are only marginally or timidly 
involved with the action. Male villains are frequently 
taunted about their sexual prowess or lack thereof. In 
Sheba Baby, for example, she is held captive on a yacht 
owned by the white insurance man cum loan shark ("I 

knew no one legitimate could own a boat like this"); at 
One point she teases him sexually and, when he starts 

to respond, kicks him in the groin: "Have I bruised 
your masculinity? What's that done to your masculinity?" 


And so on. 


Losey offers this interpretation in an interview with 
Richard Combs published in Sight and Sound, Vol. 44(3), 
pp. 139-141.. It is also quoted in Kael, The New Yorker, 


Dec. 8, 1975. 


Two films which do not comfortably fit the sub-culture 
category are Next Stop, Greenwich Village and 92 in the 
Shade, though both.may be regarded as boarderline cases. 
The latter film, directed by Thomas McGuane from a 
screenplay based on his own novel, is about a "queer 
breed of odds and ends" -- as a character in the film 
puts it -- living around Key West, Florida. Nichol 
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Dance, played by Warren Oates, is a hard-drinking, 
violence-prone fishing guide who has threatened to kill 
potential competitor Tom Skelton (Peter Fonda), a young 
drifter who wants to be a. guide because "It's the only 
epiangel can do half right." While this conflict is a 
thread that runs throughout the film and is happily re- 
solved at the end, McGuane's larger concern seems to be 
a study of characters and their environment -- both 
physical and social. 


Next Stop, Greenwich Village is a Paul Mazursky film 


about an aspiring actor who leaves his Brooklyn home 
(circa 1953) to take.up residence in the "beat" colony 
of Greenwich Village. Besides communicating the emo- 
tional, artistic,.and economic concerns of his subjects, 
Mazursky is careful to outline the political atmosphere 
in which. they function, with frequent references to: 

the execution of the Rosenbergs; blacklisted television 
writers; and the belief of just about everyone in the 
ietnethat, .atter iruman., Eisenhower was a distinct 
disappointment. 


Both films are marginal instances of the sub-culture 
category, because the groups in question are more 
heterogeneous and less clearly defined than is the 
Case with most movies in this category. 92 in the 
Shade, for example, cuts across groups in its emphasis 
on Tom's relationships with his ne'er-do-well father 
and well-off, influential grandfather. The protagon- 
Horeuin Next Stop, Greenwich Village also constitute 
something Gt uaLctoss-sectiom. and ate, at pany, bate. 
mobile in terms of both geography and sociology. 


ipeencumattem.o0t.. brackers movLes, 0 15 i nveres ving. bo 
consider Philip French's remarks about The Wild Bunch 
andes imitcatons.,. these, Ne wsells us, Yiocus upon a 
disparate bank of utterly corrupt hunters accompanied 
(or led) by some fairly decent character who is in- 
creasingly sickened by his companions and the task at 
hand. These pursuers have the support, more or less, 
of society and the law; their quarries are outlaws but 
generally sympathetic ones, possessed of greater char- 
acter and moral strength than their trackers. The 
immediate political and allegorical background to these 
ferociously brutal stories is almost certainly the 
conditions of the Vietnam war and the moral confusion 
that conflict has engendered." Philip French, Westerns 
(London: Secker and Warburg in association with the 
Piet... 1975), p. 42. The Legend of Earl Durand is a 
rather different kind of tracker movie -- another recent, 
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awful example is Challenge to be Free -- for a couple 


of reasons: an-individual is being pursued and he has 
gotten into trouble accidentally and/or because he 
harbours some primitive, undefined, socially unaccep- 
table notion of "freedom"; also, he is admired by the 
trackers, but never to the paint where anyone doubts 
that he must be hunted down and (usually) killed. 
Everyone -- trackers and quarry -- seems willingly in- 
Volved in the creation of a legend or myth. 


The. casual use or mis-treatment of underlings is a 
Recurring motif in Lester's recent historical melo- 
dramas -- especially Royal Flash, The Three Musketeers, 
and its sequel. (Robin and Marian will be discussed in 
a later chapter.) Servants, peasants, beggars, foot- 
Soldiers: -— all gowabout their, affairs paying,.as little 
attention as possible to the chaotic "great" events un- 
folding around them. One of the energetic swashbuck- 
ling scenes in The Three Musketeers, for example, takes 
place while washerwomen casually try to continue their 
drudgery as best they can, with sporadic distractions 
as one or more of the combatants -- gentlemen/buffoons 
=-- 1s dumped into the laundry vats. From time to time, 
an underling is literally used, often humorously, and 
ineeremoniously discarded. The overall impression of 
these films, we suggest, is one of history being a 
contest of elite buffoons over trivial matters ("The 
Queen's Necklace"), while the drudgery beneath them 
continues unabated no matter what the outcome. 


The spectre of a secret network of computers with 
Readily available "suspect profiles” 2s not presented 
Mine wHuman’ Factor as anything. one ought to get 
alarmed about, but at would be am interesting, footnote 
fOrea paper about the powers of movie computers: -- for 
good and evil. From the soft-spoken, petulant HAL (one 
Detter removed from IBM) in 2001: JA Space, Odyssey, ta 
the prototypical mad scientist in rock bottom science 
fiction movies ("I've just programmed the computer to 
blow up the world"), the potential and existing powers 
of celluloid computers seem limitless. 


The Variety review of Oct. 15, 1975 (by MSegen ss ays 
that although Abduction "parallels the Patty Hearst 
kidnapping almost precisely, it is based on a book 
("Black Abductor" by Harrison James) published at 

least a year before the actual event." It is not clear 
from the review whether or not the book itself involved 


such precise parallels. 
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Variety also reports that the film “was originally 
lensed.as a hardcore porno venture," before.being 
subsequently re-edited "for broader playoff." Judg- 
imoetrom that review, it is: almost. certain that the 
Film was re-edited further before being distributed in 
Canada. Similarly, the version reviewed in the British 
Monthly film Bulletin was undoubtedly a cut print, and 
and would have been considerably "tamer" than the so- 
called hardcore version. This would help explain why 
the film seemed more “porno” than politics to the 

jaded Variety reviewer. (It is sometimes the case that 
movies which, by reputation, are completely concerned 
with sex, alsa contain a great deal more. I am Curious 
-- Yellow is an excellent case in point. Prints shown 
in some parts of Canada had none of the controversial 
sex-related sequences and -- to the astonishment of 
audiences -- what was left was politics! ) 


eit Furhammer and Folke Isaksson, Politics and Film, 
tran. Kersti French, (London: Studio Vista, 1971), 
Be 247. 
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CHAPTER THREE 
POLITICAL CONTENT IN MESSAGE MOVIES 
"Tf you want to send a message, call 


Western Union." 


-- Old Hollywood adage. 


iaerocuction 


The distinction we wish to make between "message" 
and "analytical" movies -- the two blocks of films which 
will be examined next -- stems from misgivings and objec- 
tions raised by others about the very idea of “reducing" 
Film content to the level of unambiguous message. In a 
review article in Film Quarterly several years ago, Robert 
Chappetta, for one, argued persuasively against constru- 
ing certain films as "texts to be read only one way, as if 
their meaning could be flattened out into some sort of 
univocal statement." 1 He went on to assert that, with 


respect to the meaning of a political film, "there is a 
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tendency to freeze our percep iioniof 2b aneterms of 
what we think the 'message' is, and to block off further 
Geecovery of meaning." Chappetta cautioned bhaile-su chime 


tendency could be severely misleading, at least with res- 


Pemtumcoca, films like Bertolucci's hey Spiders Strateqem, 
because " its metaphoric style is too oblique and ambig- 
uous to provide a newspaper headline message." Elsewhere, 


and in an entirely different context, V.F. Perkins has 


made a complementary point: 


Too great a concentration on what a 
Film 'has to say' implies that the 
Significance of a movie is reducible 
to the verbal concepts which its 
action suggests. But films are un- 
likely to replace speech or writing 
as the medium for examining and 
conveying uideas. . Moral. political, 
philosophical and other concepts 

Can attain in words an (at least 
apparent) clarity and precision which 
DoeolLMeramedrum can rived. | ihe 
Movie Suclarmm EOmsignitacance lilies 
in its embodiment of tensions, com- 
plexities and ambiguities. It has a 
built-in tendency to favor the com- 
munication of vision and experience 
as against programme. 


Though one would not necessarily endorse all the 
far-reaching implications of the remarks by Perkins, his 


Caveat and Chappetta's are sensible and entirely appro- 


priate to our present pursuits. It tsi clearly the tcasce, 


however, that although certain films cannot reasonably be 


construed as simple, univocal messages, other Films can 
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be reduced to such tidy statements, and tortuous mental 
gymnastics would be required to construe them any other 
way. Films which appear to" be ofthis "cals ber have been 
designated "issue" or "message" movies in the present study. 
(As always, this is a relative matter, and we acknowledge 
that there may be one or more minor themes lurking in the 
background of some otherwise "singleminded" message movie.) 
Other political films may not be reducible to simple 
messages -- though messages may be stated or implied -- 
because either (a) the message is too complex and ambiguous 
to be encompassed by a simple statement; or (b) the polit- 
ical interest may lie as much in the "communication of 
vision and experience" as in the articulation of a message 
@remset of ideological, propositions. ‘These we thave called 
analytical movies -- movies which include complex social 


and political analysis. 


What we wish to make clear, in continuing the 
explication of our classification scheme and the analysis of 
the sample, is the vastly different political interest which 
accrues to the two types -- between, for example, a quintes- 
sential message movie like Lipstick, which dramatizes the 
Mivapt of a rape victim in the U.S.» judicial’ system and 
unambiguously tells us what to think about it, anda 
quintessential analytical movie like Nashville, which has 


embedded and explicit messages, but which is more signif- 
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icant for the "vision and experience" it communicates and 
the metaphorical implications which permeate it. This does 
not mean, of course, that only message movies can be sensibly 
talked about in terms of what they "say" or what meaning can 
be gleaned from them; or that movies like Nashville are 
mysteriously beyond analysis and so rich in nuance that, as 
screenwriter Joan Tewkesbury has claimed, "whatever you 
think about the film is right, even if you think the film 

is wrong." But it does mean that, as Perkins and Chappetta 
have indicated, some movies contain such a wealth of 
connotations that no interpretation is correct and complete 
temonyeabsolute sense; vand none should be "seized upon ‘to 
"block off further discovery of meaning." This open-ended- 
ness must be tempered by the realization that not all dis- 
coveries of meaning are equally valid: generally, an 
mucerpretation is most persuasive to ithemextent "that it 
plausibly accounts for (or explains) the phenomena ‘in %a 
particular film which require (or invite) explanation; 

an interpretation of Nashville, for example, that ignored 
the "replacement" motif would be incomplete relative to 

one which incorporated it -- assuming both analyses were 


otherwise equally encompassing. 


imethis whapter, our concern will be with rather 


less complex matters, as we focus our attention on the ten 


e . RS wT ! " : , 
films that have been designated "issue or “message movies 
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We shall conclude the chapter with some general remarks about 
message movies, before continuing with a discussion of analy- 


tical movies in Chapter Four. 


The movies and the messages 


Analogous to the categories discussed in the 
previous chapter, some message movies have impressed us as 
being highly typical of the category to which they have been 
allocated, while others are secondary instances -- either 
because the message is a less significant aspect of the film, 
or because the point of view is less obvious than is typical 
Meret iims in this class. As with any classification scheme 
feovireh judgment 1s predominant, some of the entities being 
Evassitied "fit" the various slots better than do other 
Bmettives. With respect to their political interest, Ken 
mussels Lisztomania, and a filmed stage musical called 
inemnocky Horror Preture Show, are certainly “bad fits, ” 
or borderline instances of the message movie category -- but 
their inclusion here is less’ perverse than might seem to 
be the case at first glance. We shall examine those two 
films first, before proceeding with a discussion of the more 


characteristic films in the category. 


Concerning Ken Russell, a director of considerable 
stature in some circles, one must abandon any pretense to 


sympathetic appreciation, and confess to an inability to 
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treat his films as seriously -- or to interpret them as 
generously -- as vould some of his admirers. 4 Nonetheless, 
Russell clearly has "something to say" in Lisztomania and 

the film ieymone Sine barm,) ipod i ticalsdiyatto, the message category 


than to any other. 


Poecw ror ror Laszctomani a) 15a wi bltully gaudy,, 
Secentric burlesque of what used to be known as composer 
soLopics." Franz [SS Zita Ss played by rock music star Roger 
Daltrey, and is conceived as the nineteenth century equival- 
ent of contemporary popular music superstars; his compos- 
itions and performances -- rock arrangements of iszt and 
some songs written for the film -- are the delight of scream- 
ing teenage admirers and he is flamboyantly and unabashedly 
in "show business." Variously described as seu py LaniG wa 
"Sense experience," the comical excesses of the movie could 
be exemplified a hundredfold, though two will suffice: the 
Pope is played by Ringo Starr, who wears cowboy boots and 
spurs and is costumed in a robe decorated with icons of 
movie stars; that, however is comparatively subtle statement 
about pop idolatry next to Russell's treatment of Liszt's 
sexual psyche -- as when Liszt, a libertine, disappears into 
a giant mock-up of a vagina, eventually emerging with a 
giant phallus (elsewhere estimated at ten to twelve feet) on 


which five of his mistresses can dance. As Stephen Farber 


says, in Film Comment: "Russell's work is notable for its.in- 


tensity, ferocity, and imaginative boldness rather than for its 
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subtle nuance, its psychological depth W010 Giasaintedtiyec tia h 


acuteness," 


pOtrOur; purposes, the Tilm is of political 
interest because of Russell's demonstrable concern with the 
Seetst Ss responsibility for social evils, and, more specif- 
ically, because of his entirely unoriginal allegation that 
the seeds of Nazism were sown by Liszt's contemporary -- and 
son-in-law -- Richard Wagner. Wagner, another youthful star 
in Lisztomania, iS a political pamphleteer and visionary who 
is convinced he will "write music that will free the 
imagination of the German people and create men of iron ...." 
Pitte hour of the Aryan superman is at hand," he tells his 
followers, who wear modified Superman costumes with W's 
adorning their chests. Nazi symbolism abounds, or “course, 
and Wagner's dream of unifying Germany includes the 
anmihnilation of Jews ("Drive’the beast from our glorious 
fatherland!"). Meanwhile, he has stolen Liszt's music and 
misused it in his own dreadful fashion -- which is to say, 
some of Liszt's devoted admirers eventialiy reappear in the 
Guise of Wagner's Vert storm troopers. (Liszt says of the 
faeGe of hasemisic:es tlodidn kt tmandehame taking 1t. t's 
vhat he did with it.") Towards the end of the film, we 
see Liszt in heaven watching a monstrous, vampiristic 
Wagner -- who has died and been reborn as Hitler -- murdering 
Jews with a machine gun shaped like an electric guitar. 


Liszt and his mistresses descend in a spaceship that is a 
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facsimile of a grand organ, and he kills Wagner-Hitler with 
a raygun. An excruciating song heralds the departure of 
the celestial entourage and the end of the movie: "love 
meacewon. . . . OWUr love: has ended war. He'll torture man 


gommere . . . . We'll live in peace at last." .And so on. 


The message in all of this has been sympathetically 
set out by Stephen Farber, though even he was critical of 
Russell's "theory of a neat causal relationship between 


Wagner and Hitler, a theory that ignores all the other 


Eempeex tactors that contributed to the rise of Nazism 
Farber seemed more impressed with Russell's treatment of the 


Seurste's responsibility to society and to himself: 


His concern about the abuses of art gives 
the film its passion. Russell wants us 
to see the connections between Liszt and 
Wagner -- not just the family connection 
or the musical influence of one on. the 
other, but the influence of Liszt's flam-— 
boyant commercialism on Wagner's 
megalomania. The cult of the superstar 
leads to sinister cult of the superman 

ero Russell ce point LSanoe. simpy 
that hysterical teenagers are incipient 
fascists. What he is really saying in 
Lisztomania is once the artist surrenders 
to the rule of the marketplace, he has 
Violated the natural order of the Upiverse 
and released demons that cannot be 
controlled. 

The Nazi scenes .. . express 
Russell's worst. fears of what can happen 
when art is perverted by.show business 
and political fanaticism. 


What "the natural order of the universe" is with respect 


to artists and the marketplace, we cannot say. Otherwise, 
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Mareer Ss reading of the film's message seems sound, though 


our interpretation is less generous. Prinerpal ly. Russell's 


message iS a comic-book restatement of two commonplace 
propositions: (1) Nazism did not emerge overnight, but was 
rooted in certain elements of German culture; Russell made 


the same point in an earlier film, Mahler, and he recently 


reminded us that "Hitler always said, to understand National 


Socialist Germany, you must read Wagner's philosophy and 
Tisten to his music." (2) There is and apparent corres- 
pondence between idolized entertainers and charismatic 


political leaders, and between hysterical concert fans and 


Fanatical political Followers. While neither proposition is 


worthless (though they are not truisms either), Russell 
dramatizes and relates them in a manner that is visually 
ostentatious, but intellectually simplistic and unimagina- 
fave =-- g.q., Wagner becomes Hitler. The film is further 
embellished with inane "Deace is love" philosophizing and 
some fuzzy, undeveloped notions about the power of music 


for good and evil. The Take One reviewer summed it up 


succinctly: " .. . the director stacks symbol upon symbol, 


noise upon noise and gimmick upon gimmick, and comes up 


with an empty gesture. It is not that Lisztomania is too 


much, really, but that it is too little, and vacuous." 


More so than Lisztomania, The Rocky Horror Picture 


Show is an exceedingly tenuous example of the message 
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category, and can be dealt with summarily, Originally 

a London stage musical written by Richard O'Brien, the 

maim 1s a broad, colorful parody of old science fiction and 
horror films. Two clean-cut young people, Brad and Janet, 
stumble upon a Castle that is inhabited by extraterrestial 
Vesitors from the planet Transylvania, who, it turns out, are 
Potding their annual convention! The leader of the aliens 
is one "Frank N. Furter," who describes himself as a "Sweet 
Transvestite from Transylvania" and dresses accordingly. In 
many ways, the film is the kind of "sense experience" one 
associates with Ken Russell, though 1Y is better written. 
funnier, and more energetic than Lisztomania -- thanks 
especially to strenuous performances bY “Prank -N.) Furtern" 
and some of his outlandish cohorts. Also like Lisztomania, 
this movie flirts with messages, but does so in a more 
limited and indirect way. Certainly there is an anti- 
Setaplishment undercurrent, such that government, science, 
and conventional morality are associated with fascism, 
Sterility, and repression. This idea rears its head most 
explicitly, perhaps, with the appearance of Dr. von Scott -- 
Brad's former science teacher, now working for the govern- 
ment -- who vainly pleads with the couple to leave the 
castle before "this decadence saps our wills." In The Rocky 
Horror Picture Show, OF course, decadence is superior 

to "square";the latter concept is presumably exemplified by 


Richard Nixon, whose resignation speech is heard on Brad's 
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Car Cadio at the beginning of the film. 


More allegorical than Lisztomania or The Rocky 
Horror Picture Show, but proclaiming related ideas, is the 
Italian Film Down the Ancient Stairs,° directed by Mario 
Perognini . > the settirag of. the film “as an insane asylum in 
Tuscany, Italy, in the year 1930; and, though the allegory 
is hazy and not really developed, some statement about fas- 
cism is plainly intended. The head doctor at the asylum, 
Dr. Bonnaccorsi (played by Marcello Mastroianni), is osten- 
Sibly a dedicated, humane professional who is obsessively 
committed to researching the notion that insanity is caused 
by a virus and some day may be chemically cured. The 
mosprlal is a closed “enVitTonment, roti onky for patients, 
but for administrators and staff as well. No one wants 


any involvement with the outside world, and no one expects 


fempbe touched by its’ turmoil: "This is just another 
administration," says Bonnaccorsi. "No one cares what 
happens here." The doctor himself has been inside the in- 


Semcution for el1ght years and regards 20 ‘as Umy Tittle 
kingdom." Though he apparently enjoys a substantial reputa- 
tion among his professional colleagues, Bonnaccorsi clearly 
prefers the love and devotion of the hospital staff and 
patients; among his more devoted admirers are three women 
with whom he is having simultaneous affairs -- a nurse, 


and the wives of a fellow doctor and administrator. 
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Bonnaccorsi's kingdom is irrevocably changed with 
eae arrival of Dr. Anna Bersani, who, after spurning his 
Sexual, overtures, confronts him with the falsity of his 
viral theory and exposes the selfish motives which underly 
his manifest altruism. ht. transpires that Bonnaccorsi'’s 
Father had conmueved suicide, his Sister iS a patient in 
the asylum, and he is morbidly apprehensive that he too 
May become mad. Following the confrontation with Bersani, 
Bonnaccorsi spends a night in one of the ward beds, and 
leaves the next morning. At a train station he is exposed 
Pomtne: ravings of a Fascist Party propagandist: "The world 
belongs to the strong. Our first step is to eliminate the 


femnaved, the artists, and the whores... ." 


Down thes AncientsStains!isdthe kindsofafzlm that 
can be confidently described as "sort of a metaphor of the 
times" (Variety), but less confidently discussed with 
respect to what the metaphor means. Certainly the film 
broadly affirms that the madness inside the asylum is more 
benign than the madness outside it. That message is clear, 
but more seems to be implied. In particular, we seem in- 
tended, at several points, to contemplate the possibility 
that Bonnaccorsi's kingdom spawns a personality cult and 
an unhealthy devotion, dependence, and obedience which are 
all too congruent with fascist values. The film is prob- 


lematic, however, because of the uncertainty it communi- 
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cates about the central character: he seems too genuinely 
humanitarian Gombe ieredi be. asta surrogate Musso tna pet 
that is the intention, and even his foolish obsession can- 
not credibly be interpreted as purely selfish:, "He only 
wanted the insane to have the dignity the physically ill 
have," says a nurse, andushe.ws!) pa ght 4p astrowanni:, of or 
his part, plays the character so sympathetically that Dr. 
Bersani's "exposé" makes him seem all the more vulnerable 
Bather than’ sinister or fraudulent. . This uncertain pers- 
pective, we would suggest, is not symptomatic of realistic 
complexity of character or genuine ambiguity, but of their 
counterfeits -- an undisciplined conceptualization and 
gratuitous equivocation. With less patience, Jonathan 
Rosenbaum (Monthly Film Bulletin) has dismissed the film 
eewa “lhiugubrious, salad of,apparent ‘good intentions i rand 
has suggested that "whatever allegory about Mussolini's 
Italy the film-makers might have had in mind remains so 
undeveloped that one could easily imagine Ken Russell fil- 


indein all the spaces." 


With the British production Conduct Unbecoming, 
an exasperating filmed play written by Barry England and 
directed by Michael Anderson, we shift our emphasis towards 
films that are more typical of the message category. The 
principal statement -- that private honor ought to prevail 


over the honor of the regiment -- is unmistakable, and in 
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the dramatization OfF Abs NO hE AGS vet bibo chance Or un- 
certain interpretation. hep vines iset inplridiaa tiny al87 8, 
and the drama begins with the arrival of two young officers, 
Drake and Miglngicon (Michael York and James Faulkener) to 
assume their duties with the Twentieth Indian Light Cavalry. 
Drake is dedicated and conscientious, while Millington is 
eynivecal,-disrespectful, and determined, to be thrown out of 
the regiment before his three-month probation period is 

ips) Unpopular with, his fellow officers, Millington, is 
eventually accused of having brutally assaulted Mrs. 
Pomjorve Scarlett. (Susannah York), who)as) the:promiscuous, 
attractive widow of a regimental hero, and a woman with 
whom Millington had had a brief, unsuccessful, flirtation. 
Thean ugly parody of the regimental sport of »"pig-sticking," 


Mes.) Scarlett apparently was ‘forced to, crawl .on her hands 


and knees while being jabbed with a sword. 


hor the. sake ‘of Tregimental honor, tehe) seandal 
Meendshed up and Millington is tried by a kangaroo court 
whose proceedings "do not officially exist" and from which 
there is no appeal. The court, convening Ve Mimi bs 
presided over by an adjutant (Stacey Keach), a rigid author- 
itarian who wants to. "go through ithenmocrons: as quickly 
as possible. But Millington has perversely selected Drake 
as his defender -- Millington does not care about the out- 


come, but he wants Drake to share his own disillusionment -- 
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and Drake feels that, for the honor of the regiment, he 

must conduct the best defense possible. The courtroom 

drama which follows constitutes the greater part of the 
film/play, and, SSi LS ae oO conventional, we endure the 
usual array of surprising witnesses giving surprising 
testimony only to be surprisingly recalled before the pre- 
Mievable* acquittal, ,Thé truth; most of whichois revealed 
outside the court, TEES itl wh Captain John Scarlett, the 
victim's late husband, had been killed in an ambush during 
an 1875 revolt. His mutilated body, with "the sex ripped 
out," had been found by Second-in-Command Major Roach 
(Richard Attenborough), who was mentally unbalanced by the 
maeident: Roach's condition was further agitated +by, Nrs;. 
Scarlett's subsequent promiscuity. Major Roach, we are 
wold, iS somehow. «"possessed"” by thejspinit,.of John Scarlett 
and regards unfaithful wives as pigs; hence his attack on 
Mrs. Scarlett, and his earlier assault on another unfaithful 
regimental wife. In the interests of comradeship and honor, 
Roach was protected by Major Wimbourne (Christopher Plummer), 
the lover of the earlier victim. Wimbourne now resolves to 
settle the matter in the "traditional" manner and, with 
Drake watching in the shadows, he successfully persuades 
Roach to kill himself. By the end of the film Drake has 
decided to leave the regiment; this is the most plausible 

of several radical transformations, the most preposterous 


being the exonerated Millington's transition from cynical 
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nonconformist to respected officer. 


There is a moment in Conduct Unbecoming which 
captures the essence of the prototypical message movie: 
Drake steadfastly summons up the courage to tell his 
commander (and us) "I cannot put the honor of the regi- 
ment above my own." And the reply is: "Your honor and 
the regiment's must be one." There, lest we make any 
mistake about it, the message and its contradiction have 
bee spelled out’ clearly;"the ‘entire filmeaisPonlyia slaght, 
if verbose, elaboration on this exchange, with occasional 
arbitrary forays into related territory -- as when Mrs. 
Scarlett, during the inevitable breakdown under cross-ex- 
amination, excuses herself for refusing to name the real 
assailant by denouncing the entire regiment's attitude 
towards women: "It doesn't matter who it was. All of them 
are stupid, cruel men who treat women and pigs alike." 

What makes the film/play especially exasperating, however, 
-- apart from lofty dialogue such as, "You will not again 
speak to me of honor" -- is its failure to deal sensibly 
with) the opposing point of view, and this may be a generic 
feet ees of message films. Instead of gaining any appre- 
Ciation of what regimental honor might mean, and why anyone 
would want private morality to take a back seat to it, we 
get an impressive aggregation of "prestige" actors tilting 


their chins upward and affirming their devotion to the 
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concept -- as if the writer were convinced that repeating 
the terminology often enough would somehow convey its mean- 
oma wand) importance. “The propagators of regimental honor 
are so transparently wrongheaded that the crucial question 
Syeenes end of they first) reeli isnot “whovdid oe Dewey 
Michael York is taking such an interminably long time to 
Find out what the writer and director have made so obvious 
ee e2, that this is ,an environment, in which discipline, 
conformity, and the facade of honor have completely over- 
Poermed individualistic notions of truth and -justice; honor 
has come to mean reputation rather than a commitment to 


Genuine good conduct. 


Conduct Winbecomine: wasemoueyelly neceaweduin icrit- 


mea liieinrelesi;. it was castigated in The New Yorker and the 
pone tive faim) Buldietin,g andvonky dukewarmly) praised an 
Variety and Films and Filming. The theme was variously 
described as "obsolete," "out-moded," and "somewhat old- 
Rectroned")-—— al thoughs ite4 sa-quite) plausible; thatathe film's 
perpetrators intended it as a relevant post-Watergate 
habile. i/o Derek. Elley, in. Films;and fadmang,) confarmed wux 
own interpretation of the message: 

Essentially the story turns on the. 

difficulties of maintaining personal 

honor within the demands of a tradition- 

bound and highly disciplined environment 

weeelhe themes is: a familiar one, part- 


icularly in British cinema, and England's 
play has little in the way of extra comment. 


Let 
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Phe tailm, incidentally, is notably uninteresting to look 

at; it is stage-bound in the worst sense of the word, except 
for a few foolishly-conceived concessions to the film med- 
ium -- any t it opens with an exhilarating cavalry charge 
fpec te hopelessly out of tune with the rest of the claus- 


Perpnmobic, studio courtroom drams. 


The American film Lipstick and the Canadian film 
Recommendation for Mercy bear a superficial resemblance to 
penduel Unbecoming: each of the films has .as a central 
plot ingredient a lurid, sensational crime against a woman, 
and the subsequent trial of the alleged perpetrator. But 
Conduct Unbecoming was only incidentally and rather timid- 
Pyeabout a system of justices; once initial objections to 
the improvised court have been set aside, the film may as 
well have been set in a genuine court martial with rough 
justice prevailing in the end -- the innocent man is 
acquitted and the real culprit commits suicide... In contrast 
Louthis, systems of justice are critically examined in 
Lipstick and Recommendation for Mercy -- in ‘the, former, “from 
the perspective of a rape victim; and in the latter, from 


the perspective of an accused rapist/murder. 


In Lipstick, directed by Lamont Johnson, Margaux 
Hemingway is appropriately cast as celebrated fashion model 
Chris McCormick. As the film opens, Chris is filming a 


series of slick, sexy lipstick commercials on location in 
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California, where she is visited by (her isaster Kathy) Golayed 
by Ms. Hemmingway's real-life sister, Mariel) and by “Kathy's 
feeieabeacher, Gordon Stuart (Chris Sarandon). Ostensibly, 
piuart is trying to intenest Chris in ‘some of. his ‘peculaar, 
avant-garde music -- electronic compositions which include 
among other things, amplified sounds of human heart beats. 
pulacome, unsubtle cutting -- from Stuart, to, Chriss brief- 
ly exposed breast -- alerts us to the possibility that she 
meve oe .seliing™ herself too successfully... slater, an her 
apartment, she and Stuart listen to some of the music, but 
ener as) bored and. bewildered. by at.) Stuarti is apparently 
angered by this, and seems further undone by the poshness 

of the surroundings and, not least of all, by another 
provocative Glampseot,iehers wing thenpdesn arin, Chemexcep 
econo yo brutbaly.scenciwhach follows, he tearspher clothes 
Siteasmears.her: laps: vath ther advertisedjdapstick, #bindseher 
spreadeagled to the bed, and rapes her; in the process, her 
head is beaten against the bedpost. Kathy comes home just 


berore) Stuart ‘leavesjs.butidoesinot seem tojrealazel whatehas 


happened. 


Following a humiliating police investigation -- 
they want to "take pictures of her injuries” -- Chris per- 


Suades veteran-attorney Carla Bondi’ (Anne! Bancroft) to 


prosecute the Basen Bondi agrees to this on the condition 


that Chris will testify, and she warns Chris that the going 
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will be tough, and that, statistically, their chances of 
Success are slim: it is estimated that there are 50,000 
cases of rape in California each year; of these endive lO O08 
are reported; and of those brought to trial, enly two per- 
Gent are convicted. (According to Boxoffice, director 
Johnson, writer David Rayfiel, and producer Freddie Fields 
"went to great lengths to insure accuracy by conferring with 
the Rape Squads of Los Angeles' and New York “Crtyis! Police 
departments") During the trial itself, the rape victim is 
appalled to find herself less victim than defendant. Both 
Chris and her sister are questioned about the former's 
sexual preferences, and Chris is forced to admit, among 
other things, that she was occasionally resorted to "impure 
PaouGghts” to get "turned on™” for a photograph, What the 
defence lawyer successfully implies, of course, is that 
Chris, a professional sex object, is a woman of questionable 
Character who, at a minimum, invited the rape with her delib- 
erate seductiveness, and, at a maximum, was actively perver- 
ted. “It was impossible to tell,” says Stuart's attorney, 
"just who the victim was." The jury agrees and Stuart, who 


had phoned Chris and taunted her even while the trial was in 


progress, is acquitted. 


After the trial, Chris halfheartedly resumes her 


modelling career and Stuart continues to teach music to 


school girls. Kathy is no longer his pupil, but after a 
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chance meeting with him a week after the trial, she too is 
raped. In the dubious tradition of Death Wishwet “al. an 
pexeageda Chris spontaneously kills Stuart with a rifle.” She 
momented, defended by Carla Bondi, and found "Not Guilty." 
iwe point of the exercise is underlined by Bondi during her 
ringing summation to the jury ani Cover Ver bade Une ob 


justice may be more damaging LOPSOCTELV than «crime Atse Lt v7 


As the preceding summary may indicate, there is 
Meeoretiat is wrong with,Lipstick.. Statistically, Ms. 
Hemingway's character seems an extremely unlikely rape vic- 
time, just as Stuart is an unlikely perpetrator; that in- 
congruity has been pointed out by Richard Schickel (Time) 
and Richard Corliss (New Times) among others. But even if 
we accept the characters as being legitimately atypical -- 
imeriaich: case the statistics should not have been used to 
imply some kind of representativeness -- the plot develop- 
ments remain arbitrarily sensational. Ihe circumstances, of 
the first rape constitute a particularly glossy contrivance; 
Pomrcenot, ac Schickel puts it, “a brutish Lunge our of the 
dark. The rape is strictly high fashion -- a handsome bed- 
Doom setting, the victim tied prettily with silk scarves 
while he sodomizes her, the whole business staged and photo- 
graphed with stylish prurience." In fact, the entire 
episode is filmed in such a way that it is easier to imagine 


it as a souvenir of Stuart's than as a sympathetic record by 
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an outraged observer. 


Nonetheless, \the principal message.of thesfilm,-- 
that investigative and trial procedures are more degrading 
menerape victims than for perpetrators, to .the point that 
Vigilantism may be justified -- is slammed home with minimal 
subtlety and complexity. iivevdetendaniei sang pcorrs gible. 
toe hil stormentor, his lawyer.is.a heartless inquisitor, 
and the jury members are pathetically GULL Db Le. ae hee le Pia 
eomeeiVvable, in the context of this film that a .civilized 
person might be outraged at the brutal cross-examination of 
Smecpe Victim, and still,care about Bpewirials (Orepre= rial) 
Eaghts. of accused Papiste.; Even more mischievious is the 
Film's insinuation that the rapist's professional and musical 
Moberests somehow rdentify him asa perverts “Indeed, it is 
only a slight exaggeration to claim as a subsidiary message 
Beeene taim, “you shall know rapists by their music’; Carla 
BOonGdi, for one, tries to make an issue of the “weirdness” 


eeotuart's music’ during the course of her prosecution. 


Having said this, we must acknowledge again that 
what seems like a transparent trivialization of an important 
issue may be perceived by some as an important and construc- 
bave statement. Despite its, critical,drubbing, ~~ Variety, 
for example, called it a "cynical violence exploitationer" 
--. Lipstick's pretensions were not unrewarded. According 


to a two-page advertisement in Variety (Dee 8, Leto) ela 
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Hemingway was given the "Citizenship Through Entertainment" 
award by the San Fernando Valley Criminal Bar Association 
ehOr her courage, dedication, and unselfish public spirit 
in bringing a tragic wrong to international awareness...." 
Also, according to the advertisement, a resolution of the 
California Senate Rules Committee, adopted November 18, 1976, 
commended Ms. Hemingway and called Lipstick "the first film 
to present the feminist viewpoint on the subject of rape; 
--- ‘'Lipstick' has heightened the awareness of millions of 
people across the country of the plight of the victims of 
Papes...  Panamount Pictures and Dino! De Laurentiis, who 
underwrote the film, are mentioned prominently in the 


resolution. 


RecommendalLvonsfor Mercy. .unlike Lipstick, is on 
the side of the accused person -- with the absolutely crucial 
auedification. that he has been wronglyvaccused.., Directed 
by Murray Markowitz, the film opens with the usual dis- 
claimer that "any resemblance to actual persons living or 
dead is purely coincidental," after acknowledging nonethe- 
fess that "the basic idea. for the film was inspired by an 
actual event." Minutes later, most Canadians will realize 
that the "actual event" was the Steven Truscott case of 
1959: and that, clearly, is what the film is about. In the 
Fictional version, the Truscott character is a 14-year-old 


boy named John Robinson who is arrested and tried for the 
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rape and murder of a 13-year-old girl. A web of circumstan- 
tial evidence implicates the boy, and the trial judge vir- 
tually instructs Enea Uy -tOereturnra "“quUlley’ veralot. 
which they do. Notwithstanding the jury's recommendation 
for mercy, Robinson is sentenced to hang. The sentence is 
eventually commuted to life imprisonment, and the film con- 
cludes with Robinson, years later, pleading for parole, 
emphasizing his rehabilitation, and regretting his "dread- 


Ful wae vane" 


Markowitz's message is anti-capital punishment on 
erepreast two counts. First, he invites us to contemplate 
with the boy the horror of death by hanging; a scene in 
which young Robinson imagines his own execution is realis- 
Evcally repulsive apart from considerations of guilt or 
innocence, though it is naive to suggest, as Lee Rolfe has 
done in Cinema Canada, that the scene “should convince mast 
that judicial executions are morally wrong." <A second and 
more Important point stems ‘from the structure “of the firim. 
Markowitz tries to reconstruct the facts and incidents which 
have implicated Robinson so as to provide plausible, inno- 
cent explanations for them -- so that we understand why the 
evidence appears damning, while realizing it is all a horri- 
ble coincidence. This is not a novel technique, and it 
strains credibility at the best of times, which may be why 


Markowitz bolsters his argument with facile cutaways to a 
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mumber of different people who, we are led to believe, con- 
ceivably could have committed the crime. Also, he has taken 
Bees’ trom Lord of the!Flies in suggesting that petty, jeal- 
ousies and childhood petulance may have played a part in 

the way Robinson's peers contributed to his downfall. The 
Mesocage iof the film, then, is not simply that capital pun- 
ashment is wrong, but that it is wrong because an innocent 
Merson can be convicted and (almost) executed. In this res- 
pect, Robinson's penitent appeal for parole must be inter- 
preted (contrary to the Cinema Canada review which scored 
Markowitz's ambivalence about the boy's guilt) as the 

Final indignity suffered by him; the tone of the appeal, 
especially given everything that has gone before it, is 
Pm@ewor angratiation laced with bitter irony, not confession 


and repentence. 


Recommendation for Mercy varies between being a 
eric wdetective” examination of a brutal crime, complete 
with sleazy police photographs of the dead girl's body, and 
Being a sensitive portrait of a terrified=young mam caught 
in a bewildering, impersonal legal system. Guilty or inno- 
cent, Robinson is overwhelmed by it all: the police seem 
more interested in a confession than the truth; his lawyer 
is inept; and the judge seals his fate by dictating the 
verdict. Status considerations are involved too, as when 


Robinson, in an outburst that is too "academic" for the 
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Ghapacter, attributes his misfortune be “hia tiather ts pover— 
lessness and poor financial situation relative to that of 
the dead girl's father.' Robinson's father is eventually 
Fired because of the scandal, and though he believes his 
S0n is innocent, he sporadically berates the boy for his 


sheer "bad luck" in being accused of the girl's murder. 


Finally, one would point out that although cap- 
ital punishment has been abolished in Canada, the question 
was not at all moot when Recommendation for Mercy was re- 
leased. The Parliament of Canada was considering the abol- 
ition legislation after the expiry of a five-year capital 
punishment moratorium that specifically excluded convicted 
killers of on-duty policemen and prison guards; the out- 
come was uncertain and several condemned killers were 
awaiting execution. (This is not to suggest, however, that 


the film itself was either provocative or influential.) 


If fallible individuals misuse imperfect systems 
Pejdstice in Lipstick and Recommendation for Mercy, there 
is no suggestion of anything conspiratorial in either. Both 
films point to problems that are publicly visible and po- 
tentially soluble: the dramatized failures of justice are 
inflicted in open court; and neither film excludes the 
possibility of public redress of the problems raised -- in 
fact, quite the opposite is implied. A very different sit- 


Uation arises in The Secret, a French-Italian co-production 


160 


i. 
* an i 
ints ne 
ss ey 
ie 
© — 
a. 4 a ty > 4a Gis 1a itn aly: Prercrcces ie Bi) 
sense ee ini wnenks 4909 ‘bone se 
- : : fF oF 
wi TeNte? & eon  seens o7 iain 
"i na° hae, Cobrisde ang to “anueae 
cDiesdbatoqge: on sa 
ne 
i+ %o Seeuuees winks ag it "pant ow 
/ y 
irttoe bibew eno ,~yilenid ali 
ahanrk WJ henellioda test gen + name tea y 
Nic Le PN eaiaty an law 2008 tie 38 3 
ham \ : . a 
at | y ew ubenen. TI oad ban ast] Ri 
" - ; i ob a» A Lit 
‘ Y Viewee: are "Hv ae >) page inte 
Lhe Jase Pend multe? ter0m togmle 
oaltg, Fast: heme i Log iu cosh 0 areal 
( . : 
; a 
sus hermeahnoe (atevce Cha # test 9 280 
opus of dom at obdT) ,wiitocene gmk 


oe = 
“o avi kosovo vetiio cece. Jigatl ality 


ot eeunto wleuhivibal esldillety a ia 


Gh? shaw neo aS ht Se pot tants) mv ont teed 


ALISohaqigquaas on LAIVNG Yo aottvetauue on) P 
\ on. 
diced lolldwa ote Jed? amaldosg of Jnieq emee 


4 : ‘> ¥ _ 
iat besitemeaid afd setdulse ylietings: 
7 


safdien bee zJ4ue0n ante ae Shh 


i 


st souldcers oft Wn @eashar orhduq’ 0 citidtaned 


Le av « shartout ad es icone aad ostup, set 
rine 


i-Aones? w+ B23 398. Ag J ah casntae ne 


gear 
ae : — bes . 4 So 
un A a fee: A 


We 
Ad 
* 


161 


directed by Robert Enrico, in which the state itself looms 


as an ominous, surreptitious executioner. 


David Daguerre (played by Jean-Louis Tritignant) 
is an inmate in what appears to be an insane asylum. In the 
opening sequence of the film, Daguerre fakes suicide Loon s 
Petty kilis’a guard, and escapes to Paris; the sequence is 
mcercut’with shots of Daguerre being tortured, and these 
have a nightmare quality about them which suggest they may 
be either a grotesque reality or the delusions of a madman. 
The latter ambiguity {s*sustainedtforenostvorether fatkms 
After a brief interlude imeraris With his? former’ lover, 
Daguerre goes out to the country in search of a hiding place. 
A chance meeting with a writer, Thomas Berthelot, and 
Berthelot's lover, Julia Vandal, leads to a tentative friend- 
ship and sanctuary. Julia is apprehensive about the stranger, 
but Thomas is fascinated by him (cf. The Romantic English- 
woman), in spite of indications that their lives may be in 
danger: Daguerre has explained that he is marked for death 
because he witnessed something he was not supposed to; his 
pursuers will assume that Thomas and Julia now know the 
Betret, so they will’ be’ killed’ too. “Intact, "however, 
Daguerre never tells Thomas and Julia his secret and never 
gets very specific about who is trying to kill him. Instead, 
we are tantalized with bits and pieces of information which 


imply only that a vital matter of national security is 
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involved, and that Daguerre is to be silenced not because he 
wants to tell his secret, but because "they will Hote trust 
nam mot to tell it. "They," we are told, "oan stifle any- 


body and anything." 


Meanwhile, radio bulletins report the escape of a 
paranoid psychopath, and we wonder with Julia if Daguerre 
is a lunatic or if his story is true. Various plot. inven- 
tions reinforce the uncertainty -- as when the house is 
surrounded by troops who seem likely to kill the trio, though 
it turns out that the troops are on manoeuvers; or when a 
man Julia thinks is a peasant is killed by Daguerre because 
he is alleged to have been a secret agent. Throughout this, 
we get sporadic verbal outbursts ("Don't you believe me? 
Don't you believe me?") from the nervous but otherwise com- 
posed Daguerre, and flashbacks to the torture scene in which 
aman ina lab coat discusses Daguerre's fate: "It's best 
if he were found after an accident. The victims of accidents 
always remain anonymous...." Thomas tends to believe 
Daguere's story, and agrees to take him to Spain, but Julia 
secretly asks her brother Claude, a journalist, to make 
enquiries about their companion. Government officials 
readily confirm that Daguerre is a dangerous madman, and 
Julia, after getting this information from her brother, 
conspires to extricate herself and Thomas from the situation. 


Ultimately, she confronts Daguerre with a pistol and kills 


Sy 
au : - 
nd esurced fon bean elie ad OF 4 arageesh ish? bad 4 
| ¥ 
javzd gon fiw: “vwede" aeumeed, Gee - Saevee ait tt 
< fai 
une SL 3ios nes" .bied ete ae A Woht™) «SEO DRed o2* 
"ont yee P : - 
ieee n> Pe 
r ~~ i : ; ras) 
« Yo sqaose, ef9,Jaoqes anbseiage aibent ott dunes 7 
mioenet Th etiat,wese : phew, AW one , fieqedayag rq 
mynt +03Gq sueived .ai0d QE tees std 4 ap Shsenee 
‘p gevudt edt nor -e8 <r Yee de aie goto Tales, 
Hevued  -oiod ald. 22a Oe (ipall een og adaoxd. Ve 


ao? pall = © e{q{=yue0ne na w#2Ti yqed aa ast? Jeong Jue 
sveamead of behtid et Jneseaq.e ses einidd wite 


3 teoaguatdl » Adega doagen a, eee eved of bapeliag 


~ - 


' 
af 


oyod lg) war 4' aati") edeuddue hadiay ofbaroqe, 


noe sedveedie jul cuaveed edt mer) 0" Fem eyel ied amy 
goimw of anaod erudee?. et ap adoadAags’t hve ,erieupsd 


jasd : a (0% ge exseupel, sesaunel® 7600 dal eat i 
3 ey 
mehiase to satiokty ol tnshicas ne 707% hovel etsy Siam 


TT. eg of esboed aadon' " 9, eCURRVAONs riene’ 24M, at 
- “a 


oriwi .ve ,nhede om vid s¥ed of eestee boas ,¥2028 8% 
sien of  Seileaquet a —spusld tantesd ser ogee uijatees 
s{miod tiv fasen2s¥ed > aoknagwon. tied? J00ce acitiupae = 

pas .centiies nunteprel ee Sz atieuped jan adithae (lideat 
-qetietd sot not? amdtemectnd elds gpatiosg qpdte , sifu 
Jnekteutie ot? mex? eanott one Vientet atacizize od ee3t gens 


gtLiS wong (etein « ADde en tevent xinovtaes ase (istamlsiy 


169 


wie ihe Mightmare 1s ovVer, she says to’ Thomas. ° "Yes, 
it's all over," he replies -- but slowly and VECRo an ar OF 
finality. It becomes clear now that they genuinely ane oli 
danger. They have been under surveillance by several men -- 
secret police, one presumes -- who now come forward and kill 
both of them. The gun used for the killings is placed in 
Daguerre's hand, and news reports later Vexiplalie-uniace an 
escaped lunatic committed suicide after killing a vacation- 
ing couple. A narrator underlines the point of the film 

and alludes to the inevitable fate of another of the protag- 
Onists: "to protect itself, society sets machines in motion 
woo) Julia's brother knew nothing, but hewknew, too, much,,)and 
so the trap ensnared him too." And the camera takes us down 
the corridor where we had first encountered Daguerre, and 
into a room where Claude is being kept in a strait-jacket -- 
presumably until "they" find out how much he knows, what he 


PasetolLd OLhers, wand So ons completing .cther;circle,. 


Though The Secret effectively creates some sense 
of paranoia about a faceless government conspiracy with far- 
reaching and invisible tentacles, the experience is, upon 
reflection, regrettably insubstantial. It can hardly be 
said, first of all, that the film affords any novel insights 
into either the paranoic state of mind or the mind of a 
legitimately terrified man. Though the acting is more than 


competent, the sense of paranoia is accomplished principally 


. : ee Te 
4 ‘” ~ : , : ea fad Wa 


ber” ecg of avant whe ". verve, h, 
in iis ap ath rie elevate Pye: ee » asd ines 1 oF 
2b egecybantunes xo Jondd, wor seule. wounded ft 
nan leteveb vd atonal ligwges aT) soe weds ‘7, 
rij bone bie? sReo- Por ory «+ gamiaeTg Bao sak tag Ad 
1+ KBegelta 41 cea adi? ge") bette han eit? mort 26 
nialqxe” votel eF2oqez den, Bre onet al 
tJ a ontifiv serie sytecve fash itened Gtee | 
a43 Ye Jr204@ og esazicabn ) ¢ovorian A 
a4 9 yedctasen Ve e3e7 oharkivent ang 64 
ovidon mi eowiiound afae viasaae «fAeess s30%0 eae 
Kong otove cod wend 6A Joo oniiten Sanr terniotd e'ekit 
woh ey erleds etamad std aA "Lene mid nt 
tiie , deeded besaedqugors gma i by weed ey sails tobias 
tgshot<itedtes #. ah BqQee igtleis oi shun! Seertw wont ut 
art. detiy vue af AgUM ven duo baat xedig™ Litau ‘ylides 


,aPsa iso: eel onesalqnos ,o5 62 bns -exedia biel 


Sshn sti sho  taveerTe fievigaalis Jeia92 pill iguodl Te: 


| = 
vet Ajiy veaureemossfnendnevap eaalage? 2 Juods etonesagy 
chu él vodsbtoque afd ~eeloeines eldietual bas, pniteges: 


ae Gibden one 92 -,febsembaduant ylosisespes ipdidoal tes 
Zidpienk {avon vne atuetig wih? and jans.,tie Io Jevkt ,biew 
to binkn. ott se Bete Ye edete stoesieg edd refdie: oan 

eft. S3t0m 2b palive od? dgundl)..-o9n beitiized? yvlotamisiost 


.ifsqiomiea -pederloqmosne, af atanereg Sc scenes of) ,taeieqnes 


164 


with twists of plot that toy with the viewer's expectations 
in a conventional -- and sometimes suspenseful -- way; these 
range from menacing footsteps which prove to be those of an 
innocent passerby, to more elaborate contrivances such as 
the troop movements already alluded to. This is all grist 
Borechne imi viisinwweliomade  +thrillers,..6f course, but it: does 
met transform a well made thriller into anything more con- 


sequential. 


A more important; limitation of the film is the way 
Enrico dabbles with the idea of a malevolent state con- 
Spiracy without ever addressing the problem in a very direct 
Fashion. He alludes to the moral issues that are at stake, 
for example, but denies us the information we need to con- 
Sider them. At one point, Daguerre asks rather enignati- 
Sa LY so WiiSa y you were able to save a whole country if you 
fkledvoneiauy,. show would\you feel? Is ne speaking .of, 
himself? Would bhisudeathweusave sa whole ‘country ess lin wat 
Haw .iVhatahasune.seene JWhat is atystake? for that matter, 
is he speaking .of ‘the murder of the.guard at the ,beginning 
Oftecbe filme. We are unable Lowtelle ReEGrLee.bpever Vere cus 
in on the secret, so we cannot make all the judgements the 
film invites. All we know is that several people have been 
tortured and/or killed for what some government officials 
(presumably) feel is the greater good of society; these 


killings have been accomplished without public knowledge or 
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consideration. In the absence of clarifying information, 
this seems less’ a disturbing revelation than an obvious 
attempt to exploit mid-seventies cynicism about what govern- 
ments are capable of. The most that can be claimed for the 
mom 1s a message: that. the "machines" a society sets in 
mGtion in the interests of its own security may. grow to 
frighteningly uncontrollable proportions, and may assume a 
moral character that is a perversion of the recognized 


values of that society. 


Elsewhere, The Secret was only moderately well 
Peceived: Gordon Gov, in titlms sandsPilming; was most.en- 
thusiastic -- as reviewers in that periodical frequently 
are -- and seemed especially impressed with the flashback 
Sequences and with Trintignant's performance. Jonathan 


Rosenbaum, in the Monthly Film Bulletin, thought the film 
was a "familiar if watchable exercise in suspenseful guess- 
ing-gqames," but he was unimpressed with the politics: "... 
the sinister denouement winds up seeming somewhat perfunc- 
tory because the 'conspiracy' remains so abstract and unde- 
fined -- more an expedient narrative mechanism than a ‘social 
warning' in the manner of The Parallax View, despite its 
portentous expression." It is significant, of course, that 
Enrico chose that particular narrative mechanism and not 


some other, but Rosenbaum's point is well taken. A great 


deal of the film could remain intact if Daguerre were being 
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pursued not by state agents, but by the Mafia, a private 


army, foreign agents, or men from Mars. 


In a rather different vein, the singularly humor- 
less American comedy Whiffs, directed by Led uPost, .16 oa 
blunt, ineffective attack on one of the more conspicuous 
"machines" a society sets in motion -- the military. The 
film is prefaced with a dedication to enlisted men who are 
experimental subjects in, the "U.S. Chemical Corps" and with 
a boastful assertion that it was made without the coopera- 
mronor thes.S. Army. (this, we shall see, is, to.the army's 
everlasting credit.) The principal character is Dudley 
Brapper,.(Elliott,.Gould again), a human guinea pig for the 
Ueo. Army's chemical and, germ.warfare tests. Dudley is 
dedicated to his work and feels he is making a "contribution 
pomche peace of the world." He in turn is regarded as the 
"cream of the Chemical Corps" by his commanding officer, 
Colonel Lockyer (Eddie Albert), an ebullient warmonger who 
proudly describes chemicals and germs as "the only form of 
humane warfare." Unfortunately for Dudley, his years of 
service have been debilitating, and his current ailments 
include breathing problems, severe nervous tics, and sexual 
impotence. As a result of these, he is diagnosed as "un- 


stable" and given a medical discharge on a hopelessly inade- 


quate pension. 


Several attempts at legitimate civilian employment 


ae : a - a ee nS 
» P ‘ ie ol ae ‘ hue 
\ as : 7 45 
| hac | ae 
7 — - 


ope aot aoeae eines 


- ae bie ae mo 
aie trace ae qon3@t | ; at 


ut v bokdennse 2s 


‘om 
‘not tot we Ween auhinde (bswon neskie 


4: i”) 

4 fh, 
w geno MA phen 2 Ho we WOFI 7a ovitow ~ 

ae team OA - rears Ga Ad ach teheee e “a6 

bee ane oO eh weal “ Adty nace han 
ms 

y45 (7 ae Lay a qs Ax as 7eLdee tein 
pe. are tioantt Ly ghiaw 2eW. Ve son} ani? iaaes rad. 
5 b a > + ery gE } >, we ae odd tel 


nh ‘ei teaognens tee erie tay See (°42beam Ak 


ae ee ee ee (qiepe. bLGOD ss0llisyen 
| teas! + tpe2 aig taey 096 Pie cachbeaaiin anal 
Mer ieaw" a-pektlee Gee stew’ bine Show ain od hese 

vit ‘og babeege> nt arena He: ae * Reeoe, afd’ 3a soasq: ; | 


sates Whreewens BF ee "oquaik beh taek2 ott 09 


. 


enovreg Anat heave is . Caaedip athe) ao ysoos lah ft 
ty weeny vine eae? Ge aang bete- a legkeere eedtiared 
spay! ete wibuth 27 i tadsene29o INU ‘ otatsee) 
en sia 2ne -onisessitdeh nase avet eakw ae 
| sunoadin ateves .omaidouq priitaste abulen£ oy 


Zee The whi FE 


beg nngedh. her ,seen? Yo Jivest & aa -aanesag@h 


anu" Lic 


agbund yinet layed 6 ce epratanih tecibam « navig one ‘eldavé 


nalenaq gPeup | | 


foamieltos oe. lives sbawkatgnd dp adquadte Loteved 


prove disastrous for Dudley, typically ending with spastic 
attacks that horrify or embarrass his employers. His efforts 
to overcome impotence are similarly unsuccessful. Despon- 
dent and discouraged, he happens upon John, an ex-convict and 
Friend from the Chemical Corps. John persuades Dudley that 
he will never make an honest living, because of his physical 
handicaps, and urges him to avenge the army's shabby treat- 
memt: “The army iS screwing you. Everyone is, screwing. you. 
How about screwing them back?" Dudley agrees to get some 
temporarily incapacitating, non-lethal gas from the base, 

and he and John use the gas in a series of non-violent 
robberies. Civilian authorities are baffled and enlist the 
aid of Col. Lockyer, who realizes what has happened and mobil- 


izes his men to capture the pair. 


Meanwhile, Dudley has acquired a renewed sense of 
mortron. and. a “reason for Living." .He,eand John.are devter= 
fined to loot an entire town, and,to that end they obtain the 
Services of a crop duster named Dusty (sic). As Dusty, 
Godfrey Cambridge gives the film its solitary, thin vein of 
Teal humor -- insanely enthusiastic about his work, he is 
relentlessly, comically enraged at "organic food freaks" 
because of their disastrous effect on the crop dusting 
business, and he readily agrees to spray the designated 
town with gas in the mistaken belief that he is fumigating 
it. Though the innocent townspeople are shown writhing and 


i ; ; ; " ; " 
gasping before losing consciousness, no one 18 seriously 
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hurt. -= automobile drivers, for example, are shown conven- 
mently drapedsover-steeringp wheels, and not décapitated in 
head-on collisions. |After the looting, Dudley, John and 
Dusty find themselves surrounded by Col. Lockyer's men. 
Lockyer is thrilled that an "honest-to-goodness gas attack" 
has actually occurred and he retaliates in Kee iE LE lee 
propellor blades on Dusty's plane are used to blow the gas 
back towards the army. All three board the plane, but just 
before takeoff Dudley realizes he is no longer impotent; he 
gets off the plane to find his girl friend; breaks the news 


to her, and they pledge to meet again in Mexico. 


Inetemuswuhi Che vO Dew saiGd. avout Whiths that 1s 
not obvious from the sparsest of plot summaries. Even 
Boxoffice,*whiechytends to besindiscriminatel yeenthusiastic, 
was lukéwarm:) "The first half=hour ,is-a clever satire, but 
Phengitebéeqinsmto wearuthingtasadavmostwone-ygoketstoriess" 
The first half-hour is emphatically not a clever satire, 
but the message of the film is indeed evident very early in 
the game: the testing and deployment of chemicals for 
military purposes is immoral, and those responsible for such 
tests are foolishly zealous warmongers who are no match, 
spiritually or tactically, for the "loose," non-regimented 
hero of the film. That perspective is neither inherently 
fascinating nor novel, but it is entirely conceivable that 


it could be conveyed in a novel, fascinating way. Whiffs, 


a 
pgyno.n weahe 23s signs <e-F0v peer. aan ae 
baigiignesd Jan Brea elena’ pabeaabe hewn at 


' ’ 
ons feat “ees ey, .enoketiioes 


aveond , lot yd fbeunieytes pat isanaid 


ssank Oug~od-FpendH” Pe, TERT opiiiwtt 


~ 


a AN : 
' ~seld né@ eebet (eee 6 Re has TwOon +) fas 


+ Yee bow VHRTG a* yi eng oo eeneld tae 
—_ 
: “4 —_ 
r Geta aif Pega BAee LA » 4uTe ot} aS 


; ; *, ; 
7 papel be 2} 27] aaeiteot ve Lind +Yosied | 
a wal -, 
ey epee? [eae £14 Bee? oF saelg Ore 
hy 


= —% a 
“2 ofeee Jeon cf. aodaig ved? OAs + 
a 


Wid dugds bine od od AEAALT 92 eset 

Te stiisess Pig 9S 2a9et mee sA4_o02" ued 
Fens et sated sc ed shosd faite ' »s 

te ay w ob eed tied egety Sat” parawalyl 

4ijeds siopeene 4000 oh eb eis gese a aniaed ba 

tox revels « Juan yl ies.tetque et ‘word-Thed fart? 

sy yaev inebive tevbot of mLiN) od’ 26 epavsce A BT 

toieurte To Saeeyeige® Bae patties? adi imag art 


| 7 rn 
pidrandd os} ssecs Dean ,lavoond ei eatery : 


: 
‘Sint uf a14 cay sispndes ss selays ulna teat a _ :B. 


its 

a : 
| | a | a iis errs 
betnemipss~von *,sceol” ani 10 el iwaltens a0 | 2 


inexctednd sadtlan Of mv bapagnsag deat “Galiey add 


nee 
fd \eléugiasnus ine el nal suid ,taven es 
sears ae 
(ov polianioea®> steve a hee D - ne 
ao © : a 
an 7 
= 
a ; _ i , 
“% ; 7 7 ' oa 


169 


however, is a pale, hopeless imitation of M*A*S*H ("The 
Most Hilarious Military Farce Since M*A*S*H !", claimed the 
advertisements) with a grossly inferior screenplay and 
mediocre direction. The film was ignored by serious film 
periodicals, and the brief review in Variety concentrated 
on its distastefulness; 

"Whiffs"... tries to draw laughs from 

the effects of Army chemical warfare 

tests on human subjects, but the only 

laughs are likely to come from embar- 

rassment. A decade or so back, comedy 

about spastics and bumbling idicts had 

appeal to a certain audience,... but 


today such efforts are greeted with 
appalled silence. 


The film's commercial prospects were described as "bleak." 


Finally, in the message category, we shall consid- 
er two films with historical settings -- one about a fic- 
tional eighteenth century British castaway, and the other 
about a "lengendary" gunfighter in nineteenth century Cali- 
fornia. Both films contain shrill, unenlightening messages 


about white colonialism and racism. 


Man Friday (Britain's official entry in the 1975 
Cannes Film Festival) is an "adaptation" of Defoe's Robinson 
Crusoe, written by Adrian Mitchell, directed by Jack Gold, 
and staring Peter O'Toole as Crusoe and Richard Roundtree 
as Friday. As the story begins, the shipwrecked Crusoe is 


alone, reciting biblical passages that affirm man's dominion 
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over the earth. When several cannibalistic tribesmen from 
another island are washed aSnOTePabter vw storm. Crusoe stanic 
killing them without provocation, sparing only one of them 
whom he wrongly believes to be a prisoner of the others. 
Hesmames the \survivor,:"Friday' and attempts. to. teach, him 
Pals.) Christianity, and: competitive sport. . the: latter 
two hallmarks of civilization are laughable and/or incom- 
prehensible to Friday, but he does learn English, and 
settles into a master-slave relationship with Crusoe that 
is, for a time, satisfactory to both. But the black man 
soon grows restless under the yoke of slavery, and he is 
Only momentarily appeased by the argument that Crusoe works 
Prenvnas brain just as’ Friday works with his brawn. Friday 
eventually asserts himself: "I am not working until all 

Bie work is shared. I will not live aslave." "The differ- 
ence between a free man and a slave," explains Crusoe, "is 
that a free man is paid wages." So Friday is introduced to 
the mixed blessings of a wage system, and quickly perceives 
its absurdities -- especially when he is employed by Crusoe 
Hoe recover a chest full of coins and then paid a single coin 


mor nis -etTorts. 


Throughout the film, Crusoe shows himself to be 
not only unproductive, but close-minded and sexually re- 
pressed as well. Friday, particularly after an encounter 


with a landing party of slave-traders, grows even less 
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enamored with, and more apprehensive about, Western civiliz- 
aeion. He resolves to turn the tables on Crusoe, saves enough 
money to buy the master out, and forces him to work. A. raft 
Ho bude and they go to Friday’s island, where his fellow 
fribesmen are told of this adventures. lt transpires, too, 
that Crusoe Wants) to Stay on) Priday"s asland and’ join the 
tribe -- presumably his only alternative to living alone 
again. But the former slave will have none of this, and he 
persuades his people that. Crusoe's influence will be too 
Porrumtlagdy) Crusoe returns to his'island, and, in the final 
Zeauence O11 -the film, he vis alone. again, reciting biblical 


passages. 


Man Friday attempts nothing less than: the complete 
Henabilitation of the noble savage myth. Crusoe is the 
practitioner of virtually every evil ever attributed to 
Western man -- he is a mindless patriot, an imperialist, aq 
slave owner, a capitalist, a religious dogmatist, a decadent 
class-conscious snob, and a violent, aggressive competitor 
favierolledintorene. Friday, on the other hand, is \inno- 
cence incarnate: he believes in sharing and brotherhood, 
and does not understand competition; he has to be taught 
the distinction between "mine" and "yours"; he believes God 
is everywhere, and regards the specific, personal God of 
Christian doctrine with bemused tolerance; he is incorrup- 


tible; and, not least of all in this film, he enjoys sing- 
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ing and dancing -- unlike the guilt-ridden, joyless Crusoe. 
PrempoLnt oiiiva ew ofsithesril me of icoursesgmis that Western 
man -- far from being a civilizing influence -- brought his 
Own savagely corrupt, perverse values to undermine what were 
ped Vy nOreilLy super Lor cavilizations.. | Avitypaeal effort.at 
cCOMerastingetthes twoleu tures’ occurs at ja tribale council. 
some of the younger men suggest running against one another 
for a prize -- an idea the corrupt Crusoe had instilled in 
their impressionable minds; but the chief wisely reminds 
poemeof their tradivuional ways: "Why not run with each 
other as we have always done?" And we are left to reflect 
upon the evils of competitive running and the despoliation 


Poor TVe., CouLdigke Innocence. 


Not everyone was unimpressed with the simple- 
Gindedspolaties of Wan hriday. The Variety reviewer called 
che, tilm “stimulating and, thought-provoking,” ‘and described 
Lomas sa POrcenul and sometimes bitter treatisexfiltedi with 
irony on a number of ever-topical themes such as civiliza- 
Lion, —COlonialism, race, class struggle, and so, on. ‘south 
East Asian parallels are evident, as well." More typically, 
Newsweek's Katrine Ames called the film a "condescending 
sermon" in which Crusoe unambiguously represented Vice 
while Friday just as unambiguously represented Virtue. Jay 
Cocks, in Time magazine, was outraged by the film's "intel- 


lectual masochism": 
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Weare Meant” to’ believe’ that Friday's 
tribe of cannibals represents some 
(rater orOcr One cultural muri ty ) tr ees, 
one supposes, from the debauching in- 
fluences of" conscience and’ thought. 
These cannibals, however, would be at 
home in a minstrel show: they chuckle 
over the white man's antics, flash long 
rows of gleaming teeth and pass a great 
deal of time either sitting around the 
campfire or singing about the funny ways 
of the palm tree. For the mentality 
behind Man Friday, this may indeed re- 
present a higher form of culture. 


However profound or simple minded they thought the film was, 
no one seemed to have missed what Jill Forbes s(Nonthly vpulm 


Bulletin) called Man Friday's "resounding liberal intentions 


Wich tra 21 sadly through every sequence...." 


Eve taster ssuntignitern, Written oy Harold apland, 


is universally assumed to have been directed by Tom Laughlin, 
though Laughlin's nine-year-old son actually gets the screen 
credit. The film is allegedly based on the 1966 Japanese 
film Goyokin (see Prins cehulming,, Monthly hiim Bulvetin, 

and Variety), though a narrated prologue implies some 

factual Dasils ese well: TALL Hrstory 2S part ect. pare 


Pret Onna tils ahor-tiie oLOLry 4Ol NOW ab Was,at carly Cali 


POriea wana nowt mrgh t have been." The prologue explains 
that in Northern California in the 1830's -- the setting of 
the film -- Indians were brutalized by the landowning Span- 


ish, who were themselves victimized by the corrupt, expan- 


sionist American government. The Spanish missions, we are 
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told, were "slave institutions," and once an Indian was 
baptized, he was compelled to stay and was flogged for sub- 
sequent transgressions. Meanwhile, the last of the Span- 
rsiyenobalatyrhadiasts (back) to’ the wall,<and was forced) toa 
pay exhorbitant taxes to the American government or suffer 


Conm@rscationhaf land: 


Having outlined the film's social and political 
eepting, thaughlinkget als )\proceed withatheir-story. Don 
Santiago, a once-wealthy Spanish land-owner, finds himself 
hard-pressed to pay new taxes which have been imposed by 
the American government. The new levy was inspired by the 
American cattlemen's association, which is said to "con- 
trol senators, and judges"; the principal local manifesta- 
ePoneonechewassociation be stive nerghboring ).firelLe*K' 
ranch. To pay the taxes and save his large ranch, Santiago 
has his men arrange the destruction of a ship laden with 
$2,000,000 in government gold bullion; a large costal bon- 
fire is used -- in the manner of a lighthouse -- to lure the 
ship onto rocks, and the gold is then salvaged by small fish- 
ingreboatsarilmcredibly, -bheaoperation was ‘to be kept secret 
by the "silencing" of all innocent witnesses -- namely, the 
entire population of the Indian fishing village, Galeta. 
Santiago's loyal son-in-law, Finley McLeod (Tom Laughlin), 
is a reluctant participant in the massacre, and his disgust 
soons prompts him to leave the ranch and his wife, Eula. 


Finley, the "legendary" master: gunfighter of the title, 
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employs with equal dexterity a twelve-shot pistol and a 
Japanese samurai sword. He has numerous opportunities to 
employ both, since his departure arouses the suspicions of 
the Americans (who feel he is implicated in the theft of 
the gold) ®aciwell as the?’Spanish (who feel he may tell the 


Americans what really happened). 


Pthileviswex ll exslasts a couple of years, during 
inseh tine wmewmakes, a living exhibiting his swordfighting 
and gunfighting abilities at carnival sideshows. But when 
Santiago's ranch foreman, Maltese, sends several men to 
kill Finley, he learns from one of them that another ship 
is to be wrecked, with similar tragic consequences for 
another Indian village. The architect of the new massacre 
will be Don Santiago's proud, headstrong son, Paulo (Ron 
O'Neal), who had-given the orders at Galeta. Finley heads 


Wome. to.stop Paulo, .expliate his own guilt, andyrecover his 


LEnuesworth,as a .inan.'" lbh route, he, dispatchessa (seemingly 
endless stream of would-be assassins -- some from the Circle 
‘kK ranch, some inspired by Maltese -- and rescues an Indian 


girl, Chorika, who is revealed to be the only survivor of 
the Galeta massacre. He also befriends, after some initial 
doubts. Jacaueseot. Charles, a black secret agent of ‘the 
federal government ("It's a dirty job, but it beats the hell 


out of) pickin'-cotton" ).. 


The homecoming odyssey ends when Finley and Jacques 
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are captured by Paulo, whom we see lecturing his compatriots 
abouvethe mecessity of killing the Indians,in order to ore- 
serve the Spaniards' way of life; while Paulo is speaking, 
Ehe camera slowly pans across the faces of the Indian 
children just before they are herded into the church where 
they are to be killed. Paulo denounces Finley's idealism 
("The world is not made as you idealists dream. There is 
butchery everywhere....") and pleads with him to go away 
ioteblitorinveve promises tockill Paulo, af ithe. Indians 

are massacred, which inspires Paulo to order him weighted 
and dropped into the sea. For reasons known only to the 
scenarist, this cannot be done immediately, and the delay 
fevicanatelyatatalefor,PauloOw wlhanksncto bis, wife, Cuvhowvis 
also Paulo's sister), Finley escapes, rescues Jacques, and 
foils the sabotage attempt by almost singlehandedly killing 
Heariyvlevery villainain, sight, including,Maltese.. Ihe 

decoy fire is pushed.into, the, sea; «and the, Indians are,res-— 
cued from the church, which is subsequently burned. The 
climactic confrontation between Finley and Paulo occurs the 
next day: after a lengthy sword duel -- pretentiously staged, 
presumably in imitation of Samurai films -- Paulo is killed. 
While the Indians perform a thanksgiving dance, Finley and 


his wife ride slowly towards the setting sun. 


The Master Gunfighter is an overblown, ponderous 


Western that is more interesting for its sporadic, splen- 


didly scenic coastal photography, than for its political 
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Conventua a Ue isclearyenonetheless, "that. -aughilan has ‘a°’ser- 
ious statement to make about historical atrocities ‘against 
American Indians, and probably expects us to ferret out 
contemporary parallels as well -- the one between the Galeta 
and My Lai massacres being particularly obvious. The 
Americans, however, are really incidental villains in Laugh- 
lin's film -- although a "greedy and hypocritical American 
government" is ultimately responsible for Don Santiago's 
desperation, and the same government is later more interes- 
cted-ain’ finding’ out where’ ‘its gold is, than in’ avenging the 
real tragedy of Galeta. The more immediate and deadlier 
villains are the Spanish, principally represented by Don 
woanclaqo. soon, aulo, and bas ranch foreman, Maltese, seach 
of whom is committed to order, discipline, and a blind, homo- 
eidaledevotitan co "our bloodlines,,our culture, > the tradi— 
tions of ours people." Laughlin seems intrigued by them and 
respectful of their commitment to that code, but -- under- 
standably enough -- he cannot humanize mass murderers to the 
point where we acquire any real understanding of their des- 
peration. We never manage to view Paulo and the others as 
sympathetic relics of a dying culture, though Laughlin tugs 


wom pchakw direction. 


The Indians themselves are -- without exception, 
of course -- a "gentle, peaceful people," but they function 
in the film as the objects of moral and physical contention, 


rather than as flesh-and-blood individuals hopelessly caught 
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in the vise of dying and ascendant imperial powers. They 
are superstitious, too, and will not go near the abandoned 
Village of Galeta because circling crows indicate it may be 
haunted by "crow demons." And they are portrayed as’ exas- 
peratingly docile and timid -- as when Chorika, the survivor 
of the Galeta massacre, pleads with the new victims to leave 
the church lest they be killed, and the response is stunned 
Silence and passivity. Chorika is herself the principal 
Indian character in the film -- a spirited "ten-cent whore" 


whose mistreatment provides the excuse for some of the vio- 


lence. 
Laughlin needs "excuses" for the violence, because 
Ppewhas ter Gunn tery rl ak esther tsBidsly yack! movies’ -- 


is laced with a manifest pacifism that is constantly under- 
mined by the exigencies of the situation. "The Laughlin 
character talks like a liberal but behaves like a reaction- 
acy.feand therein ebies theyconfiusmon,(o:sai dj Variety:. gaMore 
accurately whe talks. dike a pacifist, but is constantly 
provoked to righteous violence. A typical scene occurs 
after Chorika is verbally and physically abused by several 
fem trom the  Carcle "kK" ranch... Finley tescues her, but goes 
gut of his way to avoid a confrontation with her tormentors. 
Pt. don tt want ook om, ¢sonm,t" the: saystc, a tyoungrman who 
is spoiling for a shootout. But the young man persists. He 
will not endure the shame of having backed down. Finley 


sighs, and shakes his head slowly: "I'll be the one who'll 
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Dewonaned. ~1iid, ask your, forgiveness...) (Finley. turns 
auavyienbut ithe, poor; fellow is, incorrigibles, hei draws,.and 
papley. shoots, him dead. ,;.Laughlin.'s: pacifism ise about» as 
convincing and as suspenseful as countless Hollywood 
Westerns that started,with the hero "hanging up" his pearl- 
iandledypistolssand settling down. to a quiet life of "sod- 
busting." We know that the pistols have to be strapped on 
sooner or later -- we would feel cheated if they were not 

-- so it is just a matter of waiting for sufficient provo- 
CataOns= ine some. cases, the incineration, of, the, heros crops 
can do the trick, but other stalwarts are provoked by nothing 


short of the slaughter of families and burning of homesteads. 


thougn Llavghlin®* s directorial viewpoint 1s muddled, 
his performance as an actor remains the film's most devas- 
Petunia Dlitty:. With. a, poneno. reminiscent of Clint East— 
wood's in the early Sergio Leone Westerns, Laughlin's reper- 
toire of facial expressions makes stones and trees seem 
versatile by comparison. The performance, the message, and 
the subverted pacifism add up to a grown man's fantasy of 


redemption and retribution. 


Summary and conclusions 


With respect to political content, the common 
thread that runs throughout the message movies is a mood of 
apprehensiveness: (1) an apprehensiveness about authority 


and conformity, principally manifested in dire, unreal warn- 
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ings about fanatical political movements (Lisztomania, 

The Rocky Horror Picture Show), or in vague allegories about 
fascism as a kind of madness (Down the Ancient Stairs); 

(2) an apprehensiveness about the state itself or specific 
MSertucionsaf@ihe state, notably the>militaryvandnwhat it 
stands for (Conduct Unbecoming, Whiffs), the machinery of 
national security (The Secret) and the shortcomings of legal 
apprehensiveness about the values of the dominant culture in 
specific social systems, culminating in assertions about 
culpability in the mistreatment of minorities (Man Friday, 
The Master Gunfighter). Bachbhotytheeiipdmsican be fiannby 
characterized as liberal, in a limited "anti-establishment" 
sense, but not ina way that is likely to be very disturb- 
ing to those of a more conservative or traditional orien- 
tation. 8 Atehoughteach fiplm jis dzdactics: :in \thatea tpoint of 
view is being propagated in a fairly straightforward manner, 
they tare not «films of depth or visions. »We shall conclude 
this chapter with a consideration of some of ,their inade- 


qQuacies. 


To a very great extent, the message movies are 
Hulme, of sare: taood antentions.” “[heir spolitical anterest 
stems from the well-meaning articulation of opinions with 
which few reasonable people could disagree -- in the con- 
text of the films. The points of view are too often pre- 


sented in such a heavy-handed, if not ferocious, way that 
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even the most recalcitrant viewer seems likely to be intell- 
ectually or emotionally bludgeoned into submission. No one 
can resist being appalled by the brutal rapes (and their 
consequences) in Lipstick, for example, or by the state- 
sanctioned murders in The Secret, or by the young man's 
ordeal in Recommendation for Mercy. But the sensational 
treatment of these various topics has the curious effect 

of -- momentarily, we would argue -- robbing them of their 
controversy. In the context of Lipstick, there is no ques- 
tion but that Chris, the rape victim, is unfairly treated 

in court, or that she is ultimately justified in shooting 
the rapist. What might have been presented as an issue on 
which reasonable people could have fundamental disagreements, 
is instead presented as an issue on which there is one ob- 
viously correct opinion which only the transparently male- 
volent would dispute. The film is manipulative to the 

point that even the most ardent civil libertarian might 
emotionally applaud the slaying of the heroine's tormentor. 
At that level of "discourse ," the film becomes politically 
non-denominational -- everyone responds the same way. But 
this is likely to be a fleeting unanimity; when the house 
lights go up, some will feel they have been had -- that if 
the director had a legitimate case to make, or if he knew 
how to make it, he would not need to tug at our heartstrings 


in such a disconcerting way. 
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We do not mean to suggest here that "there are two 
sides *toveVery question," and “that ‘one solight not make 
gudgments about»*which “point of Viewsis Correct.» ,But fin 
the movies, as a real life, opinions seem more intelligent 
when they have been formulated in the light of a sensible 
comprehension of the logical and emotional bases of con- 
trary viewpoints. Films like Lipstick would be stronger 
and more persuasive if they betrayed any notion of why other 
well meaning people would be anxious about the solutions 
such films endorse or imply. As it is, some message movies 
not only deal unfairly with the issues they raise, but they 
are also likely to mislead sympathetic viewers into under- 
estimating the strength, intelligence, and viability of 


their opponents. 


lf the. content of “this set of  filmsesuggest good 
intentions, it suggests also that the film-makers are un- 
Voiiing tomterusteaudiences! to. make !correct!panferences 
in the absence of unambiguous statements of purpose. That 
surely is behind the failure to treat Hace viewpoints 
in a credible -- not to say sympathetic -- way; and that 
too is why many of the films include a scene in which "the 
point" has to be recited by a major character looking dir- 
ectly into the camera, or highlighted in an equally obvious 
fashion. There is no “missing the point" of such films, 
but there is no going beyond the point either; they are 


neither thoughtful nor thought provoking. 
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Stemming directly from this mistrust of audiences 


is the emergence of "positive" sterotypes of the kind we 


have seen in The Master Gunfighter and Man Friday. hn thes © 


zeal to denounce racism and colonialism -- evils which gifted 
film-makes have more eloquently attacked -- Jack Gold and 

Tom Laughlin, as we have seen, fall back on stereotypes 

that are themselves contemptible. Interestingly, that 
weakness has been attributed to earlier message movies, as 
will be apparent from comments by Pauline Kael in an essay 


written over twenty years ago: 


It is the enlightened message, e.g., 
Gentleman's Agreement, that people 
must be educated into tolerance; pre- 
judice is wrong. Any motives indica- 
ted for the prejudice must be superfic- 
ial or wrong-headed, so that the pre- 
judiced character can be exposed, if 
not to himself, at least to the aud- 
ience....[{I)n Crossfire the Jew-hater 
was a fanatic who never learned; but 
what the audience saw was once again 
the liberal sterotype: the murdered 
Jew was a decorated war hero. (Sup- 
pose the murdered man was a draft 
dodger, or a conscientious objector, 
would the audience then feel no sting, 
would the fanatic have been justified 
ineeielaingeiineyes. BY a quota system 
war films admitted carefully selected 
minority representatives, clean-cut 
Jewish and Negro soldiers whose part- 
ticipation in the national defense 
apparently gave them a special claim 
to equality over and above mere mem- 
bership in the human species. Can it 
be that even in liberal thinking there 
eso estigne whach can be rubbed off 
only if minority characters behave 
heroically?? 
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Films such as Stanley Kramer's Guess Who's Coming to Dinner? 
ercnmoreyretthtiul "tecthe ;biberalysterotype Kaely is talk inig 


about, but Man Friday and The Master Gunfighter are clearly 
cCoMueNnpOrary "Variations oni it... And .the vardeations ‘are: im- 
POrLant: Heiiethe soornlier films; “sympathy efor the iminoraty 
was elicited on the grounds that. the individual in question 
was impeccably faithful to the values of the dominant cul- 
ture -- he was a war hero, a hard worker, a "family man," 
and Ssomon;) anethe films by. Gold and Laughlin, ,the dominant 
eu lbpuireas -Ltsebfi cheldid sto be,spirituallLy inferior;,.and «the 
minority is alluded to in terms that) suggest it represents 
a superior civilization. Ultimately, the nobel savages of 
Dopeet uGaye,gand the solemn chiefs, docile warriors, and 
wide-eyed children of The Master Gunfighter, seem rooted 

ioe a superficial appreciation: of the Red Power, Black Power 
and ecological political movements, by sincere, mediocre 


minds. 


In many ways, the films discussed in this chapter 
have been very disappointing. On the one hand, they are 
characterized by conscious efforts on the part of film- 
makers to make political or politically relevant statements 
--aalbeityboxeoffacescensiderationsharesnotesetvaside; in 
thatesense, they eught to be-our-cup of}teas, On, the: qther 
hand, only one of the films is aesthetically a cut above 


mediocre (The Secret) and not one of them has depth, 
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subtlety, or anything CErliuplLy Conpell ing LO essay ae eins 
brings to mind a "maddening Daradox” formiylvated by av rrim 
EPitec whorwassboth politically committed anbdreaestnerieal ly 
demanding: "the freer and more overtly engaged a film be- 
comes, the more restricted it seems in its dramatic fullness 
and thematic complexity."19We would not suggest for a moment 
that there is an inevitable trade-off between overt polit- 
ical content and artistic merit -- nor does the author of 
the quoted material -- but that certainly is a debilitating 
aspect of the message films we have looked at. What is ul- 
timately unsatisfying is that the political content itseif 
is such that any trade-off with artistic merit was probably 


a bad bargain. 


Porta Ly that, “one must, recognize what. tre mood of 
apprehensiveness we have identified in the message movies 
cannot be treated as an isolated phenomenon having nothing 
to-do With broader trends-evident un the samples. Lt will 
be apparent in the next chapter, for example, that a con- 
cern with the way systemic factors impinge upon individuals 
was very much on the minds of other film-makers -- film- 
makers whose vision, we shall argue, is more profound and 
complex than anything manifest in the message movies. The 
evidence we have cited in the present chapter regarding in- 
dividuals as Victims: of state institutions, and the related 


emphasis on individual survival and integrity, are matters 
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tidtave will considér. again oan, our concluding chapter, when 
we offer a synthesis of our findings and speculate on the 


POssiDIiiLy Of ay political culture”, of the, cinema. 
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ENDNOTES 


Robert Chappetta, "The Meaning.Is Not The Message 

el na Coen Via Obls 2 Se OI el Ob | OtUghadas 
comments range widely at times, Chappetta's article 

User ijetpalsdl yorar review of) Uasse: horsbeng's, Mistre at 
ment and Bernardo Bertolucci's The Spider's Strategem, 
neither of which can be called commercial in the usual 
sense of that word. (So far as we can ascertain, 


negther faim has > been released,.in, Canada, bub that: makes 
Chappetta‘s Trevaew article no less interesting and use- 


ful.) Nonetheless, the distinction Chappetta has made 
is similar to the one we have tried to develop, espec- 


ially when he contrasts the style of the two films men- 


tioned and the style of "message melodramas like Z in 

which everything is packaged for us and clearly label- 
led." Consider, too, his passing remarks about polit- 
toadscon tent iin, -conmenc-ia.L -f iiims:: 


[l] here is a tendency to block the very 
Pencepcion Of, a shilm aseberng political or 
as having political overtones, ‘'content' 
beingergnoned as boring, especially polit- 
ical content, in however small a measure. 
Some of the most interesting popular 
American films of the last few years have 
had political overtones, even if they do 
not,make political statements: Easy Rider, 
The Wild Bunch, M*A*S*H , The Godfather. 
And this principle works even if one does 
Goin dkewmthe .ooal7 bios .of tthe iil mae yle Found 
Dirty Harry the most exciting Don Siegel 
film kin eyeats. even, if, 1 am suspicious of 
The woo MuhiLCs sthe him sumpl.ies;. 


Vict achericunc .F ulmtasc chins s( Middlesex: ysPenguan books’, 


LOR 2s spo .w peo —-5 4 BPerkins, pbook bs inothing sshort jon 
outstanding, and has much to commend it to serious 
Stugemes to tut ume aWhiuke ino Drief quote can do, it jus- 
tice, the following is almost a short summary of the 
book's principal theme: 


If, the «director is successful in his 
attempt to examine subject through 
stony,athememthrough taction, then sig- 
nificance becomes so deeply embedded in 
the movie that it seems a by-product of 
the narrative. Conversely, the intention 
to make a statement becomes unmistakeable 
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when the message is detached from 
the dynamic of the movie, tacked on 
COMiUS Ss eruccure mather than burlt 
iotaere, @eelbrd ws Wp. P1768) 


As might be expected, Perkins prefers the comparatively 
unobtrusive significant statements of commercial direc- 
tors, such “as Hitencock and Preminger, rather than the 
Cstencavious “arth yi iims” “of EGropean auteurs "such as 
Antonioni. The book is not without its weaknesses, but 
it is absorbing and contentious every step of the way. 
The minimal implication for the analysis of political 
ecirtent int Pinsvi1s that political ideas and Valttes =- 
like other kinds of significance -- can be (and often 
are) unspectacular by-products of the film narrative, 
rather than being openly propagated statements. But 
Perkins is not simply making an empirical claim; he is 
proposing aesthetic criteria as well. He would almost 
certainly argue that, aesthetically speaking, political 
content functions best when it is least obvious. (That, 
of course, does not necessarily imply that what is 
aesthetically pleasing will be effective as education 
and/or propaganda.) 


Tewkesbury's comment appears in her introduction to the 
published screenplay for Nashville: "As you read the 
screenplay, remember this was written for a visual med- 
ium capable of giving assorted information to our per- 
ception on so many levels and in so many layers that we 
cannot systematically record it. With that in mind, 
all you need to do is add yourself as the twenty-fifth 
character and know that whatever you think about the 
fdmeieatraigit, (evenuit yousthinksythe film is wrong.” 
See: Joan Tewkesbury, Nashville (New York: Bantam 
Books, 1976); pages unnumbered. Her remarks constitute 
something of an overstatement, of course, since there 
are a great many interpretations that the film simply 
Canniots sustain. © Tovstgqgest that a film can sustain’ any. 
interpretation is tantamount to saying it is beyond 
interpretation -- which is quite different from claiming, 
as we would in the case of Nashville, that several in- 
terpretations are possible. 


See, for example: Stephen Farber, "Russellmania," 


Film Comment, Vol. 11 (6), pp. 40-47. 


Quoted in: Patrick McGilligan and Janet Maslin, "Ken 
Russell Faces the Music," Take One, Vol. 4 (12), p. 19. 


Down the Ancient Stairs is one of several "asylum" films 


in the present sample. The others are One Flew Over the 
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Cuckoo's Nest and The Devil is a Woman, both of which 
will be discussed in the next chapter. The Secret, 
which is also examined in the current chapter, opens 
with a scene in an asylum or jail. 


bol vewaek (2971) “and ihe Iriel of Baikiy wack sCEo re) 
have yielded in excess of $60,000,000 in North American 


theatre rentals alone. (The Billy Jack character 
appeared in an earlier Laughlin film, Born Losers 
(1967), though that film is reputed to be more of a 
routine motorcyele movie.) Billy Jack’ as a "“half— 
breed" Vietnam veteran whose inclinations toward paci- 
fism are invariably thwarted by the provocations of 
white racists -- principally directed against the 
ecco senouln Wk Witten belty Jack astascsociated’. 

ine tains function on. an absolutely primitive frustra— 
tion-aggression level; in a typical scene, jeering 
thickset men prevent an Indian child from buying an 
iee-Cream cone and “bieach'" her with White flour as a 
perverse joke; the sequence seems interminable, cult- 
ivating the audience's anger until Billy Jack's in- 
evitable arrival -- kicking heads and faces in exas- 
peratiotme. (He is a martial “arts expert.) 


Laughlin's latest project is reported to be a re-make 


of Frank Capra's classic, Mr. Smith Goes to Washington. 


Eo willbe called Billy Jack Goesto Washington; 
according to a Washington dispatch in the Calgary 


Herald (Sept. 16, 1975). Bally. Jack will become: a ‘U.S. 
Senator in the new film and Laughlin has retained 
Ralph Nader "to help formulate Senator Jack's policy 
positions and grassroots campaign." 


Terms like “liberal"’ and "conservative" are constantly 
shifting in meaning, of course, and there is a sense 
in which apprehensiveness about the state can be in- 
terpreted as a conservative rather than liberal stance 
-- though it seems very much related to state involve- 
ment in and control over economic matters. [In the 
contemporary political climate, apprehensiveness about 
liberal domocracies as potentially malicious instru- 
ments of repression, latent fascism, racism, militar- 
ism, and so on, is clearly associated with the liberal 
end. of the political spectrum. It is an that“sense 
that the message films are deemed "liberal." 


Lipstick is a rather ambiguous case. Lis; peinca pal 
theme == the so-called “feminist view of rape" 5 
certainly has overtones of liberalism. But in its 
strident criticism of the rights afforded accused 
persons, the film seems more clearly rooted in the 
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conservative law-and-order tradition of Death Wish, 


Walking Tall, et al. 


Pauline Kael, "Movies, the Desperate Art," in Daniel 
Halboteced.,) Hulm: An Antholo (Berkeley: Univer- 
Severo Cali hornaa Press, 959). pp. 6l-62. 


Janes Faull Gay; “Red Membranes, Red Banners,” Sight 
amcdassound,, YVOls 417° (2), p. 98. “Lt “should be remembered 
that we are extrapolating Gay's remarks out of a con- 
text that is very different from the present one: his 
was a discussion of the prospects for a politicization 
of the Swedish cinema , while we are discussing routine 
North American commercial releases. 
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CHAPTER FOUR 
POL BPCAM -CONTEN Ral Nes ANALYT BEAL SARIS 


"Let me point out two things. Number 
one: All of us are deeply involved 
with politics whether we know it or 
not; sand whether we Tike it ‘or not. 
And...number two...we can do something 
epee mies" 


Hal Phillip Walker in Nashville 


Introduction 


We come now to our fifth designated category -- 
films which include complex social and political analysis, 
or "analytical" movies. Some points of clarification are 
in order before we proceed. It should be kept in mind, 
first fofe~allhpithat welhare noti\'using the termmanalytical" 
bocinp ly tthe tralll tof éthe /fifiteen “films "discussed therein 
contain analyses that might be regarded as sound and so- 
phisticated in a restricted, academic sense. That is more 


than one can or ought to expect of commercial cinema. What 
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characterizes these. movies as a set is that each of them 
attends in some important way to political relationships 
and values, and each of them does so in a way that is com- 
plex relative to what we have seen in the lesser categories. 
To bluntly re-state the point: no one would suggest that 
Sam Peckinpah ought to be writing articles for social 
science journals, but beyond any doubt, Peckinpah's films 
deal with fundamental questions about the nature of man 


and how men ought to live. 


A second point to be noted is that we do not 
presume to exhaust the meaning of these movies -- a caveat 
that has validity throughout this work, and one that is of 
particular relevance in the present chapter. As film 
content becomes more complex, and as "vision and experience" 
become at least as important as unambiguous messages, plot 
Summaries become increasingly inadequate. A relatively 
sparce summary can adequately capture the flavor of a movie 
like Who?, for example, but brief story synopses would be 
entirely inappropriate for films such as One Flew Over the 
Cuckoo's Nest, Barry Lyndon, and Nashville, and might be 
seriously misleading in terms of conveying any sense of how 
those films worked. What we propose to do, then, is to 
describe the analytical films in as much detail as seems 
reasonable, and -- keeping in mind that this is more of a 


filmographical essay than an exhaustive treatment -- suggest 
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some general, politically relevant lines of interpre- 


tation 


For organizational purposes, the analytical movies 
have been divided into several identifiable sub-groups, and 
Wer lebevereatedtin= the following’ order? *tvo "asylum" 
movies, with implied and explicit political content (One 
Flew Over the Cuckoo's Nest and The Devil Is a Woman); four 
Pimms with futuristic or historical settings (A Boy and ‘His 
Dog, Robin and Marian, Barry Lyndon, and The Man Who Would 
Be King); two European movies by unabashedly political 
directors (Swept Away... and Special Section); half a dozen 
Films dealing with contemporary American politics, either 
from a "street" perspective (Hustle, Dog Day Afternoon, 
fad miaxteoriver),, OF -tnirelatiaon to specific institutrons 
Dr government Cihree: Days of) the Condor, the Killer elite, 


and All the President's Men); and lastly, Nashville. 


Asylums 

One Flew Over the Cuckoo's Nest, Milos Forman's 
film of Ken Kesey's celebrated novel, opens with pre-dawn 
shots of a solitary car speeding towards a mental insti- 
tution ynthe inmatessofawhich!are already’ radsang’ andesettl- 
ing into their normal, humdrum routine. The spiritlessness 
of the setting is typified when -- in the opening sequence, 
and frequently thereafter -- a saccharine, disembodied 
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voice introduces "medication time, while the arm of a 
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Becord player is lowered once more to the beginning of 
Mantovani's- "Charmaine." The car brings a new patient to 
Pies nseleie ton: Randle Parrick MeMurphy (dack Nicholson), 
vo, WhO Nas been, transferred from a ‘penal farm for 
observation, but is believed to be feigning insanity to 

Po mcvorke detail Otiiclally, hevws “mesenterulinahis 
attitude towards work,") We learn too that McMurphy has been 


aprested five times on charges of assault, and has been 


econviered of stavutory rape —--= though we never think 
of him that way, primarily because he cheerfully and 
irresistably excuses himself. ("Five fights, huh? Rocky 
Harecwano nad tortvy, ‘and tes avmillionairre.: "And ‘the 


alleged rape victim was "fifteen going on thirty.") 


MeMurphy “is continuously, and often hilariously, 
me contempt of authority, discipline, and routine) ——-all 
of which are sacred in the eyes of the formidable, 
humorless head nurse, Mildred Ratched (Louise Fletcher). 

It is Nurse Ratched versus McMurphy throughout the film -- 
she with the tacit support of the hospital administrators 
and the enforcing power of a couple of mean, muscular ward 
attendants (the notorious "black boys" of Kesey's novel); 
and McMurphy with the growing admiration and support of 
many of the patients on his ward. Prominent among the 
latter are; Chief Bromden, an immensely tall, shuf fling 


Indian who is universally and wrongly believed to be deaf 
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and dumb; Billy Bibbit, a stuttering, mother-fixated 
young man who comes to idolize McMurphy; Harding, an 
articulate middle-aged patient who is obsessed with the 
idea his wife may be unfaithful; Cheswick, an intensely 
anxious, but deferent man who grows surprisingly angry 
and assertive as the film progresses; and Taber, who 

is about McMurphy's age and more like him than any of the 
others -- though Taber's rebelliousness manifests itself 
in impatient, angry outbursts rather than in controlled, 
derisive attempts to undermine the system he regards with 


so much contempt. 


thes tilm ss structuned around a series of 
escalating confrontations between the two major protagonists. 
interspersed with banal discussions of McMurphy's sanity 
by medical staff, and tediously unproductive, degrading 
group therapy sessions presided over by Nurse Ratched. (It 
is typical of the head nurse's attitude towards individual- 
ity that she believes time spent in the company of others 
is therapeutic, while time spent by oneself is pointless 
brooding.) Though its tone is more even than the emotional 
roller-coaster of Kesey's book, ithe film tooxhas its high 
points. A notable example is McMurphy's attempt to have 
some of the inmates' chores re-scheduled so they can all 
watch a World Series baseball game on television. He 
raises the matter at a group meeting, and is told that 


such a change in ward policy must be voted on by all the 
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patients. He carries the vote by what seems like a 
Si Cele it emer lai. aC Nurse Ratched belatedly insists that 
Sie wocwhOnd os. Vote, toof—-,the “chronies, "as, distinct 

from the "acutes," are hopeless cases who are apparently 
Unaware of what is going on around them. With the "chronics" 
thus enfranchized, McMurphy needs one more vote to carry the 
day; he desperately and vainly canvasses the "chronics," 
and is about to give up; when, at the last minute, Chief 
Bromden dramatically raises his hand. But it is too late, 
says Nurse Ratched. The meeting was over and the vote was 
tied. Momentarily infuriated, McMurphy turns defeat into 
victory: to the astonishment and delight of the other 
Batients, who gradually, join him, he: sits before the Baal: 
television screen and does an exhilarating, noisey play- 
by-play commentary on an imaginary game. Nurse Ratched is 


Al die 


lteis tois Kind of spirit, that earns McMurphy his 
following among the other patients, and his position is 
further enhanced when he hijacks a bus and takes them on an 
utterly unauthorized, and idyllically portrayed, fishing 
expedition. McMurphy is liked not just because of his 
rebelliousness -- indeed, some of the men are wary of it -- 
but also because he refuses to regard his fellow inmates as 
insane. (You're no crazier than the average asshole walkin' 
around the street," he tells tham at one point.) They 


learn from McMurphy, but they also disappoint and 
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infuriate him, especially when he finds out that they are 
all voluntary committals, except for Taber, Chief Bromden, 
and himself, and that his disruptive antics are likely to 
prolong his term of involuntary confinement. (Too naively, 
McMurphy had believed he was only serving the remainder of 


his prison sentence. ) 


DeCuelomudKeen tragic. burn wor MeMurphy. beginning 
with a group therapy session in which a newly assertive 
Cheswick refuses to be silenced in the matter of the with- 
holding of cigarette rations. When the attendants try to 
"subdue" Cheswick, McMurphy attacks one of them and is 
lowed ny hier Bromden. As a result of this outburst, all 
three patients are dispatched to the "disturbed" ward for 
electro-shock therapy. In the waiting area, Bromben speaks 
to McMurphy for the very first time (much to McMurphy's 
delight) and the two discuss the possibility of escape. 
Pitteline Sanat Lobe, | (Arber a qastly scene iggvh1 chee Mc= 
Murphy is administered shock treatments, we see him stagger- 
ing onto the ward in a grim, prophetic parody of his 
eventual fate. Again, he discusses escape plans with Chief 
Bromden, but the chief has decided he is not ready yet, so 
McMurphy will leave by himself. Orr thenitrawre «Of into 
intended departure, he smuggles two girls into the asylum 
and, after the night attendant is persuaded to co-operate, 


and all-night party takes place. McMurphy says his touch- 
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ing farewells, but at the last minute, young Billy 

Bibbit -- his most devoted and most vulnerable admirer -- 
makes some vague overtures about the possibility of sex 
with one of the girls. McMurphy insists that Billy have 
his wish, and persuades one of the girls to go along. 
While Billy loses his virginity, McMurphy and the others 
doze off, to be awakened eventually by the morning arrival 
of Nurse Ratched and her henchmen. Nurse Ratched is 
particularly angry and "disappointed" in Billy (who no 
longer stutters!) and she promises to tell his mother 
about his "shameful" behavior. She bullies him into 
"confessing" that McMurphy had forced him to have sex with 
the girl, and his stammer returns with that admission. 
Chastened, Billy Bibbit is sent to a room to await the 
arrival of a doctor. Moments later he is found dead in a 
pool of blood -- a suicide. When an obviously shaken 
Nurse Ratched insists that the patients carry on with 
their "normal routine," McMurphy, grief-stricken and 


enraged, tries to strangle her with his bare hands. 


In the final sequence of the film, McMurphy is 
returned to the ward in an unconscious state, and it is 
apparent that he has been lobotomized. Chief Bromden 
visits him to plan another escape -- Bromden feels he is 
ready now -- but realizes that the spiritless, vacant-eyed 


body is not the "real" McMurphy. "I wouldn't leave you this 
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Way,", he, says, holding, McMurphy close to him. "You're 
CoOumngeWwithine. ~let!s qo.’ [hens inwhat asieclear Ly 
intended as an act of mercy, he smothers McMurphy with a 
pillow. Earlier, McMurphy had boasted he could wrench a 
targe, monolithic) Water, cooler from its: moorings. and hurl 
it through a window to make good his escape. he scoou kdg 't 
budge it, and he was angry at the satisfaction this gave 
Peeouu, sd0cilewondookers. SUBUt tT tried, didn't. 12 "she 
SevcdeuG them, “UAL least ol did that." Now,)Bromdenyslowly 
lifts the monolith, tearing pipes asunder, causing water to 
gush upwards to form a veritable fountain. He hurls the 
water cooler through a window; at the moment of impact, we 
CULI con laber. who, Sats, boltyupright,. laughs manaacally .and 
raises a defiant clenched fist; other voices shout "He made 
it! He made it!" Then, back to Bromden, who disappears 
into darkness -- perfectly punctuating a film that had 


opened with McMurphy's dawn arrival. 


One Flew Over the Cockoo's Nest functions on at 
east three different, but closely interrelated, ‘levels. 
It can be interpreted, first of all, as a realistic depiction 
of personnel and treatment in a modern mental institution. 
This, we would suggest, is the least useful approach to the 
film, abecalises siteis sgquice.out of harmony withsethelarger— 
than-life, mythic proportions of the McMurphy character, and 
with the equally archetypal Nurse Ratched. It is true, of 


course, that Milos Forman's directorial style is functional 
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and realistic --. in this film and in others -- but we do 
not experience the film as anything ressembling a documen- 
tary record of what is happening on Nurse Ratched's ward, 
SiGe Golo (daniellucet Os ItSt ify, an evaluation of it in those 
terms. DUnimguthe fishing expedition, for example, a 
realistic reading of the film would prompt us to wonder 
about the irresponsibility of a convicted assailant taking 
a group of mental hospital patients out to sea ina "bor- 
rowed" boat. Surely there was a good possibility that 
someone could be hurt, scared, sick, or even drowned; 
Bealtcoticaliy, “and in spite of the fact, that they wear 
life jackets, we would wonder whether adequate safety pre- 
Poautoncenad Oeen taken... BUC al. that. point: in. the, faim, 
notions such as "adequate safety precautions" have been 
completely undone; only Nurse Ratched and her allies would 
be capable of dampening the scene with such a bureaucratic 
wet blanket. What happens is, we intuitively realize that 
we do not have to worry about such things; we respond to 
the scene for its symbolic value -- it is the complete 
negation of bureaucracy -- not as a realistic and poten- 


tially tragic state of affairs. 


Lpicmuc HOt atosstiagest that toner tilouis ccomplete ly 
Without interest.as a fictionalized “documentary” of a 


mental institution. As Richard Combs has indicated in 


Sight and Sound, 
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it sets up definite, but indefinable, 
Cratdcalzvibtatwonssas, toyjgust how far 
the picture of mental health treatment 
isetypical,and currently applicable 
(the film was shot in the Oregon State 
Hespitaly withthe. -participataon) of 
some of the staff and patients, and 
apparently there were objections to 
one violent scene of electric shock 
trea twet iis. 


Eaa@ecilere is Mo question bub-that the film atself was an 
issue within some segments of the mental health community 

-- especially with respect to whether therapists and 
therapeutic institutions had been fairly portrayed, and 
whether the film was misleading in seeming to imply that 

Eee insane would be qiate, all, right’ af Left to their own 
devices.“ Also ona realistic level, the film broaches a 
number of sensitive issues, including the status of American 
Indians, the morality of shock therapy and lobotomy, and -- 
in a surprisingly non-controversial way -- the ethics of 


mercyekilling. 


BYE sTt, Nonalsororue. that. horman and Kesey .are 
interested in issues broader than the therapeutic ones, and 


are saying something about the larger society. Says Forman: 


ivean onl yedetine “mental atiness* as 

an incapacity to adjust within normal 
measure to ever-changing, unspoken rules. 
If you are incapable of making these 
constant changes, you are called by your 
environment crazy. Which of course in- 
dicates that mental illness is a social 
disease. And that's what the book is 
about: it's a metaphor of society. 
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Ihe book is indeed a- metaphor of society, but in a more 
explicit and more sensational way than 126 the film. Told 
from Chief Bromden's subjective viewpoint, the novel went 

on at length -- and in a very obvious way -- about an ominous 
"Combine" which saw to it that everyone was "controlled" 
Giese coniormed.tortne rules in«a’ rigid, dispassionate way): 
those who were not properly controlled were put in prisons 

or mental institutions to have their controls "installed" 

-- and that sometimes meant a lobotomy. The idea was to 

turn rebels and misfits into burned-out, controllable zom- 


bies.4 


On the level of metaphor, Forman's vision seems 
more of a bureaucratic nightmare than was Kesey's. One 
aggravating perversion of bureaucracy is a devotion to rules 
for their own sake, rather than as means to ends; and that 
is precisely whatuNursesRatehed stands for. ~A veneer of 
good intentions cannot conceal (or justify) her deep de- 
yYotion to procedures:.routine,vand unaformity., 1G is, per- 
haps, her veneer of good intentions that saves the film from 


being an all-too-facile drama of a "Wise-Cracking Free 


spirit" versus “The Soulless Bureaucracy." What-Forman is 
suggesting is that the rationalization of decisions in 


terms of the patients' good is itself a provocation. 


Let us consider an example. McMurphy, in a more 


or less polite way, asks Nurse Ratched to turn down the 
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volume of the music (Mantovani again), because "I can't 
hear myself think." She explains, too sweetly, that some 
of the older men are hard of hearing and the music is all 
they have GStwe siiivewLec Ually, this: 1s not 4a) foglish ires— 
ponse, but we sense that CM EMSS aaa Ge sincere; and her disarm- 
ing good intentions make her refusal avis the more intoler- 
able and frustrating -- she has defied him to say "To hell 
with the other patients. IS -COn-stacare about them.” An 
ostensibly legitimate request has been made to seem selfish 
and a contemptable inflexibility has been made to seem like 
Car Lit yA That is the substance of Forman's vision. As 


Pauline eae has said (The New VoEeeL je 


Instead of the giant-breasted terror of 
novel, Louise Fletcher's Nurse Ratched 
ressembles Shirley Temple Black... She's 
the smiling, well-organized institutional 
type -- the dean of women who was dis- 
appointed in you, the phone-company 
supervisor who tells you why she has to 
interrupt your service for nonpayment. 
Nurse Ratched's soft, controlled voice 
and girlishly antiseptic manner always 
Pile Vou an stheswrong:. youccan  C.CuUt 
through the crap in her -- it goes too 
deep....She thinks she's doing good for 
people, and she's hurt -- she feels 
abused -- if her authority is questioned... 


The third layer of meaning which will be briefly 
noted as a quasi-religious one. If McMurphy had been, as 
Kaed. put, it, vay "jock, Christ" in Kesey's novel, he is less 
obviously a redeemer in Forman's film. But he is a re- 
deemer all the same. He arrives at the hospital as a new 


day is dawning; he cultivates his apostles, and they some- 
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times prove unworthy of him, even to the point of tragic, 
innocent betrayal (Billy Bibbit); and he liberates them by 
his suffering and death. This liberation is less dramatic 
ipythesfaim, sinee only. Bromden) actually. leaves, (in. the 

book, several of the others check out, and several trans- 

fer to other wards); but Taber's clenched fist, and the back- 
ground shouts of "He made it!" surely signify a transfor- 


Hataon of.ther others aswell. 


Religious overtones of purification, rebirth and 
redemption are also evidenced by Forman's use of water 
symbolism. The fishing expedition at sea is a joyful high- 
Jight of the films; McMurphy squirts water at the other in- 
Raves dUring One, of ~his-first) unruly. episodes; and, ofcourse, 
epemvoter. cooler. with: springs, gushing. forth aspityasatorn 
heon) tcSebase: asi the,most, potent. symbolvini thesfalm, Lty1s 
aeevnbol, which. suggests. a) dramatic difference, ans tones be- 
iweenythe falmiends the novels «intsthe: nowel ,« theymonolithic 
object was, an.electrical. control: panel,, and the snapping of 
wires suggested a more violent rupture of the Combine's 
grip; in the film, the Combine is never mentioned, of course, 
and the water imagery suggests a more personal, internal 
transformation than the active destruction of external con- 
trols implied by Kesey. In that respect, the film seems 


less revolutionary and more passive. 


Of secondary importance relative to One Flew Over 
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the Cuckoo's Nest is The Devil Is a Woman, a British-Italian 
co-production directed by Damiano Damiani from a screen- 
Prey bases onmas story ofiihis.s) That title, it. must be 
pointed out, makes no sense whatsoever in the context of 
Damiani's film (originally called The Tempter), which is 
both a serious treatment of Roman Catholicism in the modern 
world and a convincing appreciation of the strengths and 


anata tions, Of faith dnd certainty. 


Rodolfo... a young writer, meets. Polish Monsianor 
Pollaco Badensky at an outdoor cafe, and is asked to help 
the priest compose his memoirs, which principally center 
around World War II and its aftermath. Badensky, we dis- 
Cover, is an accused Nazi collaborator and he intends his 
Book. tobe a colorful war diary and “a plea for the def ence. 
Rodolfo reluctantly agrees to take the assignment and tem- 
porarilly moves into the religious hostel where Badensky is 
Staying. The interior of the hostel is the major setting 
Gieuner ta lineeiand =—- wa chout whacetious intent “= at ecoudd be 
described as either a “Cuckoo's Nest" for Catholics on 
Grand Hotes horisinners.s) GAs Jl laborbes points out <n athe 
Monthly Film Bulletin, the film is structured like Grand 
Hotel.) The hostel has been founded, and is run, by a de- 
vout, authoritarian nun, Sister Geraldine (Glenda Jackson), 
and it is a sanctuary and "treatment" center for those who 


have run afoul of the Roman Catholic Church and who are now 
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(more or less) willingly trying to rehabilitate themselves. 
Like Nurse Ratched, Sister Geraldine uses group therapy 

sessions to constantly keep her charges off-balance and in 
her control, by stripping away their privacy and reinforc- 


im”getheiresenses of! guilt®)! Iniaddition® to* Badensky ,uSister 


Geraldine’s) quests inelude:’ Bishop’ Marquez, a Cuban pre= 
taceewnoahad takensa Aikings to Fidely Castro: +-«"Cubaris rd 
Mengervay bordello, for American tourists" --c and) who has. de- 


potincede thee Church! sepropensityrto'play dantoy they hands, of 
Eee rieh. ;"Peinege Ottavio.,! a~weak;) indecisive youngs man 

who has committed incest with his sister; Emily, the widow 
oreamurdered Bolivian’ political. police” officer, whom she 
betrayed to revolutionaries after falling in love with one 
of them -- it was "an execution, not a murder," she says, 
defending herself onthe grounds that her lover would have 
been tortured to death by her husband; and a worker-priest, 
a minor character, who had organized and led a factory 
strike that ended in violence. (None of these transgress- 


ions are depicted; we are told about them by the characters.) 


Rodolfowm@the: writer,’ is only alvcatalystiin, this 
setting and is a less dominant character than, say, McMurphy 
in) One Flew Over* the: Cuckoo's» Nest.’ But hee does? openly 
challenge Sister Geraldine's authority, and tries to generate 
a more liberal, tolerant atmosphere. More importantly, per- 
haps, Rodolfo begins to undermine the climate of guilt that 


Sister Geraldine so clearly relies upon; when, for example, 
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Badensky makes excuses for his collaboration with the Nazis 
-- "I was in the front line, watching Communism and atheism 
advance..." -- Rodolfo offers him reassurance rather than 
Bepgoachvs YYouU didvexactly what Pope Pius: XP] did... yihe 
subversion of Sister Geraldine's regime creates a climate 
of conflict and moral uncertainty that is apparently more 
than Prince Ottavio can bear, and he commits suicide. After 
an investigation, Geraldine's superiors (modern, adminis- 


trative clerics) order her to rearrange her priorities: 


she must abandon the group therapy sessions, straighten out 
her finances, and concentrate on accommodating visitors who 
have.come to see the Holy Father. In a final group session, 
Geraldine's failings are aired, and Emily, who had been 
seduced by Rodolfo, plays a key role: "You're not human," 
eiemvelre Geraldine. "You Love prying, intovrother ‘people's 
Secrets..." Geraldine, she charges, considers herself "sup- 


SrlOm, Untouchable, perfect. 


Ultimately disillusioned, tChesvarious quests 
check out of the hostel to assume their respective places 
in the external world. Badensky completed his book, only 
to find: that) the,.Church hierarchy. feels he has slandered 
Pausnxbhis hisvlong soughtvabsolution is now made’ conditional 
upon his agreement to withhold the book from publication -- 
anvoffiershehinitially.turns down. Emily, who left the 


hostel with Rodolfo, soon realizes she is afraid of his 
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tolerance and yearns for the stability and certainty of 
Tatth. “She™leaves Rodolfo, and”he goes to’ the hostel*to 
inquire as to her whereabouts. Incredibly, Emily and the 
others are once again in Sister Geraldine's care. Geraldine 
offers Rodolfo sanctuary, emphasizing the security and 
certainty of faith. With some regret, he declines. In the 
final sequence of the film Rodolfo is shown washing his face 
and drinking water from a fountain; the brightness of day- 
light contrasts sharply with what Jill Forbes (Monthly Film 
Bulletin) has called the "antiseptic grey" of the hostel 
interior, and Rodolfo laughs in apparent satisfaction that 


Remas OU OT <i. 


The Devil Is a Woman, notwithstanding its melo- 
dramatic aspects, is better than a plot summary can convey, 
though it is by no means a work of great artistic merit. 
Mieicers ecpeptally striking about” the frim' ‘is that ir rs 
not a simplistic anti-clerical, anti-Catholic diatribe in 
which liberal humanism is seen as a clearly superior alter- 
hacrve.* AS bef rts “an Lltalian director, Damiani*s presern-= 
tation of the humanist-clericist conflict is riddled with 


ambiguity. He manages to convey the attractiveness of 


faith and conviction without ever seeming to endorse it 

wholeheartedly. Just as the authority of the Church -- or 
any any authority external to oneself -- can be comforting 
and oppressive, Sister Geraldine's authoritarianism is made 


to seem tyrannical and reassuring. When she discusses a 
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theological point, for example, the absolute certainty she 
Drings 400 Deansonwit Cand Ms... Jackson'!suclipped, werfect 
English is an asset here) makes Rodolfo's tolerance seem 
just plain wishy-washy by comparison. It is rather as if 
one stumbled across Aquinas's "Five Proofs for the Exis- 
tence of God" after a philosophical discussion in which the 


ready fOf pone 's “own existence were cast into doubt. 


Damiani, we would suggest, frowns upon Geraldine's 
abuse of authority -- and without a doubt, she does abuse 
it -- but he wants us to understand that authority itself 
Pscoductive. |The corollary cof this (point, is also under- 
scored: liberal humanism is psychologically costly because 
ite pkacessa considerable burden ton the individual ‘to. decide 
moral questions that would otherwise be resolved with pater- 
Mhalistic guidance. And as Damiani clearly indicates, the 
transition from one state to the other is highly problematic 
--shodelfo is as aneapable: of blindly accepting Sister 
Geraldine's guidance as Emily is of making independent moral 
choices. When Rodolfo cleanses himself at the end of the 
fiim, we share his sense of relief, but we ‘do not pretend 


that he has made an easy choice. 


The Devil Ils a Woman is most interesting, then, 
as a dissertation on the seductiveness of authority and the 
burden of individual responsibility. This is a broader and 


more pertinent interpretation than those offered elsewhere. 
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Variety, for example, called the film a "drama about the 


conflict of contemporary ideas within the Catholic Chureny. 
but found Damiani's position to be quite unequivocal: 
"Damiani takes issue with blind devotion within the church 
seuructure; suiggesting?fthe futility “of convent isolation in 
nda quverkd. i Jil Forbes*called*the film "a. dramatiza-— 
EDoneot thepoonflict between ‘the World and the spirit" 
and, somewhat narrowly, suggested that its theme would be 
Sr elittCle interest outside countries where the Church) is 
Surly politically active: moreover, Ms. Forbes felt.,that 
Damiani had “accepted that salvation is still to be found 
Wetnoemetne: Church," though that 18 definitely not. clear 
Teen ea i ie won One PDoOlNt, Nowever, thene is. ne. doubt: 
Damiani makes no excuses for the Church's reactionary or 
My POCrtuLecai, pOLI tics. § Stnce 2t is weld known ghat tie 
Church will rarely be found in the vanguard of left-wing 
political movements, the film's revelations on this point 
ateswtess than startling; ‘but 2t is of some, Significance, 
in the present context, that the moral conflicts which the 
film depicts are shown to have definite, tangible conse- 


quences in the real world of politics. 


thestiuburewandtthespast 


In terms of settings and themes, the "asylum" 
films we have discussed contrast rather sharply with the 


next four films which will be considered. Each of these 
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depicts "another time, another place" -- 18th century 
Engtandy loth century India and Kafiristan, England in the 
days of the legendary, Robin Hood, and America in the after- 
math of an atomic holocost. The latter two films, A Boy 
before we move on to-a much lengthier consideration of the 


two most compelling items in this set: Barry Lyndon and 


The Man Who Would Be King. 


A Boy, and-His| Dogiis the deceptively” wholesome 
Exele Of tie, Only Tiim in the’ sample witha futuristic 


Seting. Ee. UW. Ones, an oCccaslonaly assistant ‘direct or 

and supporting actor in Sam Peckinpah's films, wrote the 
screenplay and directed the movie, which is based on a 
Siorcestory, DY Harlan Ellison? The setting is America 

in the year 2024 in the aftermath of World War III and 
World War IV -- the latter taking place over a five day 
perrod. ine leading characters. are Vac. the el1ghteen— 
year-old "boy" of the title, and his remarkable canine 
ecnpanion,. Blood. Blood has Jost the ability to find: his 
own food, but he has been blessed (or cursed) with intellect, 
telepathic powers, and an ability to detect the presence 

of women, who are in very short supply following the two 
wars. In the bombed-out wasteland that they inhabit, Vic 
is the rough-and-ready food forager, while Blood is teacher 


and strategist; survival is the dominant value, food is the 
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only currency, violence is routine, and indifference to the 


welfare of others is the norm. 


Two principal remnants of civilization have sur- 
vived the world holocosts: "roverpaks" and "downunders." 
Roverpaks are bands of youthful male scavengers, or rovers, 
to whom the bleak, forbidding above-ground landscape has 
been completely abandoned; sometimes, one of the rovers 
well strike out on his own, becoming, as in Vie's case, a 
"solo." The downunders, as we shall see, are erstwhile 
middle-class Americans who live in underground cities that 
are models and caricatures of an idyllically imagined 


past. 


One of the few reasonably safe retreats from the 
above-ground jungle is the shell of an old movie theatre, 
where roverpaks and solos congregate -- after checking in 
their weapons -- to watch grainy, bleached-out pornographic 
films that move haphazardly through a poorly functioning 
projector. On one such occasion, Blood "announces" tele- 
pathically that he senses the presence of a woman, possibly 
a downunder who has surfaced out of curiosity and who is 
sitting in the theatre disguised as a rover. Vic is 
doubtful, but his need to "use" a woman after an abstention 
of several weeks gets the better of him. Blood was right: 
they follow someone out of the theatre and watch from the 


shadows when, in a nearby building, she changes into her 
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jeuse Vlabel tna tank $i si anes 
v9 AST: af eine 


. 
, if ; 
3% 2 a ; 4g 
' | » “hy sinebees Leqesnizg ovt < 
~ prea: 
casey ¢” Ste SSL OFF. biidw ad” 
Ce on ee siti ule 70 stned 26° ‘s ‘gt 
y c.4 eau pote ose eeeoy weoid: sad -~f 
q aa} wee 
ach went tenon Seah ne as yleislquan 
- OCT ave @re_nan ive ettyee q 
' PT $ a - " yoo any: " ey 8 
Eta .e S39 +&’¢ Btls 7 3) gaye ates bari 
sro cee mi. avid: mW. ahenteons esealo~ 
- 7 mm, ee 
Eieetiiyes a8, No setuteodteo bas siebe 
; P a” i 
| ye | 
iaet ter ise Viderveget Wat oad 79 baal 
. ( = An J _ 
-teead) eiven blo ae Yo blate snd_atl-Sipavy. eupiges 
oy i 
o ie 
i oulageda reite += s$eperynes Paige Bone Aaeqtavos ee 


y. 


‘ifsd0n w duped Yt unas ertyert avam Jans ont 
one” beela .netsense maye and n0- .toaaté 


poe -4 2 10 owisbet¢ off eeanta ef) Tens ierecstiwe 


Lape Byres Le\eus Ve Yao tene}ave. eer ory Tepnvnwos 
E OL rayon ea Beetypels wedded eft as pnt ssie 


‘¢ aa tod ha fee o “ogu* et been efh gud’ ‘iv¥idvet 


a3 
rey page ee fe wedsed oat: ajep evaew laced =e 
as bow apfeedt ond Ye Pee eno smog votst wand | 
rot dint Ssppenn te dia naate a ae mk  bdv ava ‘i a 
| et Aas | in iat) 7 
| er ee | 
| Wan ae ci a wl 


downunder clothes. Chivalry and courtship having long 
since given way to instinct, Vic proceeds to rape her; 
but he is interrupted when the building is raided by ram- 
paging "screamers," who are never shown in the film and 
whose presence is never really explained -- except for 
Vic's remark that -no one knows what the screamers are, 
"Dut if one of them touches you you're dead." Unseen or 


not, the screamers are terrifying, and Vic, no less than 


EicCGeGd , pQud Iba June, a's jrelieved.to survive ebhear laittack. 


They now settle down to less violent lovemaking, much to 
the annoyance of Blood, who had masterminded the defense 
against the screamers and who is now off to the sidelines 
muttering about the etymological derivation of the word 


"copulate." 


Briefly stated, Juilla June’ comes between, Vicvand 
mieruog. she talks about leve, and tries Lo persuade Vic 
to go downunder with her, leaving Blood behind. When Vic 
refuses, she seizes the first opportunity to knock him un- 
conscious and escapes to her home. With mixed feelings of 
affection and revenge, Vic decides to’ go after her -- 
against Blood's advice. After a touching farewell Blood 


wo ulert torpendaror hamselft. 


Quilla June's downunder home is the "State of 
Topeka Kansas" -- a bizarre invention of the surviving 


middle classes who live safely and securely in a brightly 
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Pic. cOLOriuL World Temitiscent of old saturday Evening 
Post covers, and who indulge themselves in philosophical 
"insights" that seem torn from the pages of Reader's DEqest. 
Jopeka issrun, by "The Committee," whose faith in’ technolo- 
gical progress -- which, ironically, makes the downunder 
cities possible and. necessary -- is equalled by a faith in 
fundamentalist religious values. But the barber shop 
quartets, uniformed highschool marching bands, tree-lined 
Streets, and "small town folks" have a sinister quality 
spout them. , In fact, Topeka is a tyranny. Groups of sober-= 
looking citizens routinely sit in church pews and, under 

Erect necbion .oOf ithe Committee, put deviants on trial, The 
Principals crinesare “lack of respect, wrong altitudes, and 
failure to obey authority." The punishment is death, us- 
usally at the hands of a farmer-robot wearing blue denim 
Gvetalic, plaid shirt, .strawabat, and a cheerful, face with 
red-accentuated cheekbones. Everywhere, it seems, radio 
speakers broadcast nondescript music, recipes, and bland 
homilies: "We are never so happy or so unhappy as we 
imagine -- another helpful hint for living, from the 


Committee's Almanac." 


Vio tfalis into all of this and;is aimost anmped— 
iately captured. It is no coincidence. He had been 
lured downunder by Quilla June had hoped her achievement 
would secure a place for her on the Committee, which she 


eventually plans to overthrow -- apparently for entirely 
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selfish reasons. As it happens, however, her political 
ambitions are doomed to frustration: the Committee has 


decided she must be a "homemaker." 


Vic is angry and disgusted when he learns he has 
been Used as ia pawn by Quilla June and by the others. He 
Finds his new environment boring, uncongenial, cloying, and 
=- nol leastvofveall =- threatening. "I wanna get into a 
good straightforward fight with some sonovabitch over a 
Can of beans,” Ne tells Quwilla June. “I wanna get back in 
Speed’ nt. so 1 can feel clean.” (That kind of pretentious 
Writing is, happily, atypical of-the, film as a whole.) 
During a frightening outdoor session in which another 
group of “wrong attitude" people are tried and executed, 
wiesescapes,; taking Quilbla June with him. Above «ground; 
they encounter Blood, who is near death from starvation. 
They have no food for him, and his condition is worsening 
by the minute. Meanwhile, Quilla June tells Vie she loves 
him, and pleads with him to leave Blood behind and go on. 
Vie must choose, and he does: in the final scene, Vic and 
Blood’ aressitting before an open fire, basking in the sat- 
weraction Grarulkistomachs; Quilla Jumesywe soon realize, 


has been the meal. 


Black humor, cruel satire, and a gritty realism -- 
these are the attributes of L. Q. Jones' imperfect but 


compelling film. Its explicit political interest will ibe 
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obvious: the satirical treatment of contemporary America, 
and the question it raises and answers about anarchic free- 
dom versus order and "safety" in an oppressive state. As 
Peter Nellhaus has stated in Take One (one of the few pub- 
lications in which this offbeat film was reviewed), the 
movie 
is clearly an allegory of contemporary 
SOCIETY. suen ibetter 1G as to be free, 
Mona Gy rll an abarohbe society, than 
to submit to slavery in the name of 
security... Vic may be sexist and crude, 
Dilteites 1s Ho wypacricte:. 
Nellhaus, however, may be overstating the case for anarchic 
freedom: one of the subtletiesof the film is that the 
Savagery of the above-ground world has parallels in the os- 
tensibly more civilized underground cities -- an excellent 
example being the similarities and contrasts between Vic's 
rape of Quilla June (instinctual, brutal, thoughtless) and 
the Committee's "rape" of Vic when his semen is forcibly 
extracted (intellectual, antiseptic, premeditated). With 
that qualification in mind, the film does seem to be on the 
Side of anarchy, given the choices that have to be made. 
Siete is “right: wing anarchism,” not anarchism of the left® 
fife fiim is not a liberal, diatribe. against, capitalist 
America by committed reformers -- to say nothing of social 
revolutionaries. The political point of view is not 
egalitarianism, co-operation, and brotherhood juxtaposed 


with inequality, capitalism, ill will; it is individual 
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survival in a state in which tyranny masquerades as order 
and terror masquerades as security. For Jones and Ellison, 
a fight to the death over a barely recognizable can of Del 
Monte peaches is more meaningful, more worthy, more human 


than the oppressive facade which calls itself Topeka. 


One of the significant achievements of the film 
is the convincing way in which that vision is communicated. 
For all the caricature, the downunder civilization is in- 
itially a more familiar, more comforting, and more inviting 
place than the nightmare surface world of the roverpaks. 
By the end of the film, that preference has been reversed, 
and we welcome our return to the virtual state of nature 
above ground -- without in any way underestimating its 
terrors. Like so much of the film, that transition is accom- 
plished with images and moods rather than with words. 
Indeed, it is the images of the film that are most memorable: 
the melancholic scene in which the rovers look for solace 
in the pathetic remnant of a movie house; an exotic, fierce- 
looking rover in a makeshift chariot that is an automobile 
pulled by a team of horses; the unseen terror of the 
screamers; and a vision of the world in which the "things 
that go bump in the night" are preferred alternatives to an 


intolerant, punitive, and unspeakably bland perversion of 


utopia. 


Of the historical films (two of which star Sean 
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Connery), the least interesting is probably Richard Lester's 
Robin and Marian, from a screenplay .by James Goldman. 
Connery plays Robin Hood to Audrey Hepburn's Maid Marian. 

In many ways, Lester's film is a melancholic, revisionist 
treatment of the Robin Hood legend -- an approach that is 
rather blatantly underscored by the opening and closing 
images of apples, first golden, then decayed. It should be 
noted that the relationship between Robin and Marian is 
treated no less romantically than it was in films of yester- 


year. 


As the movie opens, it has been twenty years since 
Robin and his Merry Men roamed Sherwood Forest, stealing 
mootmune rich to help the poor. During that time, Robin 
and Little John have been on the crusades with Richard the 
Lion Heart. Now Robin -- older, tired, and balding -- has 
grown disillusioned with the senseless carnage and his life 
in the service of the King. This disillusionment comes to 
aeneadvat the seige of Chaluz Castle in France where) Richard, 
upon realizing that some fabled treasure he was seeking is 
nonexistent, orders the slaughter of women, children, and a 
boneamalesdefender.» "1 wontt?slaughter childrensforva 
piece of gold that never was," says Robin -- an unambiguous 


insubordination that goes unpunished because Richard does 


not survive the seige. 


Upon Richard's death, Robin and Little John return 
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to England, where everything is in some ways the same as 
before, and in some ways considerably different. Richard's 
Pynanhnical brother, sJohn, is mow King, of course, and the 
Sheriff of Nottingham is still the local oppressor, aided 
and abetted by the deceitful nobleman, Sir Ranulf de Pudsey. 
Moiauwiuck anduWiliScarlett are still hunting, deer in the 
forest, but their old outlaw headquarters are overgrown 

with brush; the previous exploits of Robin and his Merry 

Men are now the stuff of exaggerated legends and ballads. 
Robin seems a little embarrassed by the legend and initially 
Sebi nul of his sability to live up to his real or imagined 
past -- despite exhortations from Friar Tuck and Will that 
he lead a rebellion against King John, and despite his 
genuine concern for the still-oppressed poor. One other 
aspect of Robin's past has changed dramatically: Maid 
Marian, he learns, entered a convent after his departure for 
the Crusades and is now Mother Superior of nearby Kirkly 


Abbey. 


When King John orders the exile of the higher 
clergy from England, a defiant Marian is ordered taken 
prisoner by the Sheriff of Nottingham. Robin's rescue of 
her (against her will, since she was prepared to go to jail) 
becomes the occasion of his first encounter with the Sheriff 
and King John since returning from the Crusades. Robin and 
Little John follow this with the dramatic rescue of other 


nuns from Nottingham Castle itself -- an act of daring 
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reminiscent of earlier days. Then, they retreat to Sherwood 
Forest, where the Merry Men re-group while Robin and Marian 
resume their love affair. With his appetite whetted by the 
encounters with the Sheriff of Nottingham, it now appears 
that Robin will indeed lead airebel lion: “despite the pro- 
-testations of Marian that he is likely to be killed, he is 
Getermined®to* test himself and to prove “I‘m all I’ever was." 
The news of his current exploits reinforces the Robin Hood 
Begend- and prompts an’ influx’ of peasants to his forest lair, 
all aspiring to be Merry Men, but many too young or too old 


Bo. tergh t' 


After the Nottingham rescue, Robin and his men 
had been followed into Sherwood Forest by Sir Ranulf and a 
small band of soldiers. The latter were ambushed and 
Killed, but Sir Ranulf was spared and sent back to King 
Jonmevethea warning from Robin “Ihis as my rorest, and’ 1 
live here as I like." Now, while Robin and Marian enjoy an 
Hayriie romantic interlude, Sir Ranulf and’ the Sheriff 
amass an army of 200 strong and camp on the outskirts of 
the forest. “To avoid what would almost certainly be a mass- 
acre of the peasants, Robin negotiates with the Sheriff to 
settle their conflict by a duel of champions -- i.e., a duel 
between themselves. After a brutal, bloody fight with 
swords, Robin slays the Sheriff, but he too is seriously 


wounded. And despite the terms under which the duel had 
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been fought, Sir Ranulf orders his men to slaughter the 
peasants; in the ensuing battle, Ranulf is himself slain by 
Little John. Afterward, Marian and Little John take Robin 
to Kirkly Abbey, where he savors his personal victory over 
Ene Sheriff and resigns himself to imminent death: "I'll 
Meverovave a day like: this again...I[t's better this way." 
Marian resolves to join him in death, and administers 
poison first to herself, and then to him. Robin shoots an 
arrow into the air and asks Little John to bury them where 
Dee vanas:, and the film closes with the aforementioned shot 


of decayed apples. 


Apart from its heavily romantic aspects, which 
Heedunot detain ws here, Robinvand Marian as a self-con- 
poieussmouraftle refilectaon onsheroes and heroic deals. It 
ESoenotesinplysthataRobineis: less than his legend promises; 
it is that his heroic ideals have been betrayed by the 
monarch to whom he had been devoted. And when disillusion- 
ment finally comes, Robin recognizes his own complicity in 
Richard's atrocities. "Richard is a bloody bastard," says 
Little John during the Chaluz incident. And Robin answers: 
"Are we any better? We serve him." A reflective, guilt- 
ridden hero, he later tells Marian about the murder and 
mutilation of Moslem children during the Crusades; when she 
asks him why her served, he replies with more than a trace 


of bitterness, "he was my king!" What Lester and Goldman 
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seem determined to demythify is not so much heroic 
achievement as heroic causes; to a significant extent, the 
faimeis about heroic capabilities squandered in the ser- 


Vaece of unworthy leaders. 


What) the fiim does mot, try. to do, however, «despite 
Reuline Kacel"s claim to the contrary, is “expose heroism as 
eeotck fraud." ~ [her Robin, Hood, of .Lester's film is heroic 
in the sense that we do see him performing daring, coura- 
geous, and worthwhile acts. His tragedy is that the legend 
Ofenhobin Hood has, so otttstripped the reality... .In that 
sense, the film, as, Jay, Cocks has saidiin, Jime, is "about 
people trying to measure up to the myths created about them." 
Robin is simply incapable of turning a ragged group of im- 
poverished volunteers into the fabled band of Merry Men, 
much less inspire and lead a genuine rebellion. What he 
Gs capable of is an act of individual courage and bravery 
wach, Hutice. though it.mays be ,) promises)jal more «dignified 
death than slow, inevitable decay. Tragically, the mortal 
combat which was to have settled everything in fact settles 
nothing. .Robin, Hood dies’ a, romantic, heroic death,: ‘but the 
grim realities which had so moved him are unchanged. 
‘You resthe.enemy, "~he had told Sir@Ranul tf) during? themn= 
itial encounter in Sherwood. "You gobble good red meat and 


we eat bread and cheeze. The laws can't touch you...We can 


have our eyes put out for killing a deer." The film holds 
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no promise that Robin's death will have altered that funda- 


mental truth. 


Finally, Lester invests the legend of Robin Hood 
with elements of apparent realism -- an aspect of the film 


that particularly impressed Gordon Gow in Films and pal Ra apap 


Gone is the clean-limbed daydream 
Robin...Instead we see him plain, a 

man unwilling to accept the weight 

of his years...Palpably [lester has 
found it interesting to set against 
hygenic myth-movies the stench of 
historical fact. Here are twelfth- 
Century men who sweat and do not wash 
much...lnstead of the elegant sword- 
play of Hollywood's golden abysm... 
Lester gives us the sickening wound, 
the unsporting kick; and his inciden- 
ba le@detarvis’¢a *pig grovel Ving efor food: 
a ipair of hands efficiently skinning a 
rabbit; a white hood for a black horse, 
with a hole through which the animal's 
eye stares out in alarm) banish the 
storybook connotations, merging legend 
andthastory tina demval Sof \dreams: 


While the realistic treatment is undeniable (the battles, 
wrote Newsweek's Katrine Ames, are "not quick, clean and 
virtuous, but protracted, gory and pointless"), not every- 
one was as*impressed’as Gow. “For Geoff Brown, “in the 
Monthly Film Bulletin, the film's realism is superficial 

and "only hides a core of mush, suddenly revealed when the 
hero and heroine settle down for love-making in an acre of 
corn, or when the dying Marian declares that she loves Robin 


more than sunlight, morning prayer and fruit." 
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Barry Lyndon, Stanley Kubrick's expensive and con- 
troversial film from the novel by William Makepeace Thackery, 


is principally set in eighteenth-century Ireland and England. 


Wetensibly, at us a otately, picturesque —-- too picturesque, 
some’ say -- documentation of the rise and fall of the title 
character. (Barry Lyndon was born ‘Redmond Barry;' and 


assumed the Lyndon surname later in life; in most instances, 
Heashallsrefer tox the character as ‘Barry’: --» the.common 
denominator of the two names.) The film runs for more than 
three hours, and is stylistically and narratively diwided 
into two parts. The first is concerned with the ambitions, 
machinations, trials and foibles of Redmond Barry, a 
pathetically amoral would-be gentleman of Irish extract, 
whose haphazzard career culminates in a marriage to Lady 
Lyndon, the wealthy widow whose surname he adopts. The 
second part of the film is about Barry Lyndon's misadven- 
tures among the ranks of gentlemen and nobles, his relation- 
Shi pawathahisevife,wnaturald sonjwanduistep-son,gand hase ul= 


timate fall from grace and ignominious end. 


As the film opens, young Redmond Barry's father 
is killed in a duel and his mother -- an important grey 
eminence at various points in the story -- resolves that in 
spite of their poor financial circumstances Barry will be- 
come a gentleman. Unfortunately, the rather morose-looking 


Barry (who is referred to as a “lap dog" more than once in 
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the film) is enfatuated with his cousin, Nora Brady, and 
Pancorexception, to her flirtetions with an English officer, 
Captain Quinn -- an unattractive man of money and property, 
which Nora and her family are anxious to acquire. When 
Nora's engagement to the English officer is announced, Barry 
provokes him into a-duel and apparently kills him. With 

Me ne lp OF Mis friend, Captain Jack Grogan, and his mother's 
meagre savings, Barry takes flight in order to escape 
Setrest. He 1s soon relieved of his money and his horse dur- 
ing an encounter with a comically polite highwayman and 
accomplice; ashamed of having lost his small inheritance so 
Suen, parry decides to join the army ‘so he mignt become a 
Gentleman-by bearing arms. He is in service briefly during 
the Seven Years' War and becomes quickly disillusioned -- 
especially upon witnessing the death of his friend, Captain 
Grogan. Moreover, Grogan has told him that Captain Quinn 
fowaiave-and well, marraed to Nora; his) “death” in ‘the duel 
had been a hoax perpetrated by the Bradys to hasten Barry's 
departure and entice the cowardly Quinn into proceeding 


with the wedding. 


Hapless and melancholic, but tenaciously clinging 
to the belief that the ranks of gentlemen constitute his 
"Oroper sphere," Barry deserts the army and sets out to 
make his way back to Ireland. He is captured, however, by 


a Prussian officer, Captain Potzdorf, and again pressed into 
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military service -- this time on behalf of England's 
Prussian allies. He is eventually enlisted as a police Spy 
and is assigned to gather intelligence about a visiting 
Irish diplomat, the Chevalier de Balibari. Upon his first 
encounter with the Chevalier, a fellow countryman, Barry 
breaks down and weeps, confessing his mission. He becomes 
a protege of the Chevalier, feeding false information to 
the Prussians and helping his mentor cheat at cards. After 
a brief interlude of this, the two escape Prussia and fash- 
ion successful gambling careers fleecing the idle rich. It 
is in a gambling salon that Barry first encounters the 
beautiful English countess, Lady Lyndon, into whose affec- 
tions he insinuates himself, chiefly for the purposes of 
aesumangrehescstatus! for which) he. felt.destined..»., When,.in 
1873, Lady Lyndon's ailing husband dies, she and Redmond 
Barry are married and the latter "assumes the style and 


mi Lverofobarnyel yadons" 


ihewtal. ar parry ibyonaon, 2s) cocumenced ern vee 
second part of the film. Lady Lyndon, we are told, becomes 
part of the "pleasant background of his existence" and he 
is openly unfaithful to her. Upon the birth of his son 
Brydn, and with the advice and encouragement of his mother, 
he resolves to seek "real security" for himself and -- more 
importantly -- for his heir. Real security, they have de- 
cided, must take the form of a peerage. Convinced that 


money can accomplish anything, Barry Lyndon proceeds to 
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squander the Lyndon family fortune in ruinous attempts to 
buy a title. .Amongiother things, he raises and equips a 
company of troups to fight the rebellious American colon- 
ies. Meanwhile the transparent motives behind the 

marriage, and the gross mismanagement of the family fortune 
Deve greatly alienated Barry from the affections. of Lady 
Lyndon's son from her previous marriage -- Lord Bullingdon. 
Bullingdon is a brash, aggressively outspoken young man 
whose hostility towards Barry Lyndon seems as much motivated 
by a .deeply rooted contempt for “the lowness of his birth" 
as by a genuine and understandable devotion towards, and 
apprehension about, Lady Lyndon. Bullingdon and his step- 
Father quarrel regularly and the outcome is occasionally a 
severe physical beating for the younger man -- sometimes in 
pubic. ~One such beating prompts Bullingdon, to leave the 
household. It is the perceived mistreatment of Lord 
Bullingdon, abetted perhaps by the financial and marital 
scandals, that brings down upon Barry a coldness and re- 
sentment from the very people to whom he has so desperately 
Bhied, to ingratiate himself. Hissultimate fall from .qrace 
is dramatically and tragically prefaced by the death of young 
Bryan -- to whom he had been genuinely devoted, and in whom 
the hopes of 'Redmond Barry' and his mother had been wantonly 
vested. Shunned by society, grief-stricken over Bryan, and 
plagued by debts, Barry turns to drink, leaving his mother 


to run the affairs of the Lyndon household. 
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In the meantime, Lady Lyndon -- whose character 
Peaewecther Vell defrned ior Well developed in the fidme—- is 
Meroe tf driven’to despair and attempts suicide. The news 
Geetha s prompts ithe return of “Lord Bullingdon who, wpon 
SPontronting his step-father, challenges him to the climactic 
ifel tnat) 1s) the highlight of “the film. * "In the nave of 
an abandoned church, amidst scores of cooing doves, Bull- 
ingdon -- who has been fearful to the point of vomiting -- 
misfires his pistol without even aiming at his protagonist. 
Nonetheless, it is now Barry Lyndon's turn, and he is in a 


Bestti0n to Kill his sworn enemy. In what is, perhaps, the 


Zao 


most altruistic act in the entire film, he deliberately fires 


fica srot shot tnto the ground. For a moment, it appears 


that the duel is over. Then, incredibly, Bullingdon announces 


Boat he has not "received satisfaction," and insists upon 
ParincuniSaulri., Barry Ls serlously wounded 1ngthe beg, sand 
the leg is eventually amputated. Bullingdon consolodates 
bas vietory, by faving Barry and his mother, thrown out of "the 
Lyndon household. With a small payoff that is conditional 
upon his departure from England, Barry Lyndon is destined to 
bitch ahiscelape “poor. lonely, and childless. (lp the frpal 


scene of the film, Lady Lyndon is shown routinely settling 


some household accounts under the watchful eyes of Bullingdon, 


her household stewart, and her chaplain -- the latter two 
having played a considerable part in the undoing of her 


estranged husband. She comes upon a cheque payable to 
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parry tyndon., pauses briefly, and signs it..’ The date of the 
cheque, as Penelope Houston has reminded us in Sight and 
petmo, VS L/O7) 2s tie end, in etfect of the 18th century. 
Kubrick doesn't let the scene go quickly: he holds on to 
Wetertgnt wittle group.) held int the act of paying off the 
Past and protecting—the future." The film closes with a 
Guotation from the novel, in which Thackeray assures Us of 
iesmcnaracters that; “good’or bad, handsome or ualy, rich 


maepoot, toey, are all” equal now 4)... 7 


Dao vealyidon, 1S an excellent example of a 1falm 
for which a plot outline is singularly inadequate. Indeed, 
Mieemost Striking aspect of the film 1s its visual style, 
and the way the visuals function in harmony with, or in 
counterpoint to, the dialogue -- especially that spoken by 
an off-screen narrator who advances the plot and draws 
PeeropEtave: morals .in roughly equal measure... (heyfiim as 
constructed of exquisite, beautifully composed pictures that 
bear a remarkable likeness to paintings of the period -- 
motejust in tone, texture, and subject matter, but im their 
formality and stillness. Shots are held for a very long 
time, and cutting is minimal, so that the effect at times is 
that of watching a film as it might have been made by an 
aggregation of 18th century painters lead by Gainsborough. 
This style itself has been a matter of some controversy. 


Pauline Kael, for one, described the film as: 
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cool pastel landscapes with small 
fagunes in (the: foreground. a stately 
Lourotekuropean jnagh life an. the 
MeG-elgwteenth century. The tmages 
are fastidiously delicate in the 
inexpressive, peculiarly chilly manner 
Of “thempnglish painters, of ‘the: period, 
andthe Tilm as breathtaking at First 
as=we Watt) to see whatewilledevelop 
inside the pastoral loveliness. 


Moat happens, according to Kael, is nothing: “It's a 
Coffee-tableé movie; we might as well be at a three-hour 


elide show for art-history majors." 


Others, notably Penelope Houston, have more 
sensibly discussed the visual style of the film in relation 


to the meaning Kubrick wishes to communicate: 


The camera style... establishes its 
own feeling of impersonal authority, 
pulling back time and again from 
detail to “Tind distance and context, 
DULEInGseVery thing any hts) place, tas 
though in the hands of an 18th century 
Patronalist...., The technigue, which 
is very deliberate indeed, puts people 
into a passive relationship with time 
and chance -- snatched away from Barry 
Womtie wituston.-..that, he usin conbnod 


The second half of ‘the film Veaves 
movement and the rake's progress behind; 
the landscape is grandly spacious, but 
within it the characters seem increas- 


ingly isolated and frozen. 


The elements Houston emphasizes -- everything in its 
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place, passive relationships, isolated, "frozen" 


individuals -- seem absolutely crucial to Kubrick's meaning 


and Vi Si On. 


ingnousmall measure, Barry Lyndon, iss about 
enesinthansigencies—-ef a.social order and its .corrupt,, 
Gesuructive impact, upon an individual. who iis at various 
times its helpless pawn, enthusiastic agent, and unwitting 
fentyres Ihe tragedy of the title character would .be 
illustrated only superficially by cataloging his moral 
bowlings; jthe central facty.of his life, is, that .the-social 
order wich determines his aspirations -- which would grant 
him a fuller humanity if he attained the status of 
gentleman or the rank of a peer -- also ensures that those 
Same aspirations will never be realized. In.a sense, he 
has been duped into reaching for the unattainable; and he 
squanders a fortune pursuing a goal that will forever be 
denied an “insolent Irish upstart" (Lord Bullingdon's 


words). 


Further, he has been deluded into believing that 
in seeking to reach a higher social plane, he can safely 
ape the morality -- and immorality -- of his "betters." 
What he does not appreciate, and what renders his position 


sO precarious, is this: the external facade of 


morality and behavior is not always as important as 
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the unspoken, more primitive ethics lurking beneath it. 

In particular, his own behavior is evaluated according 

to a different standard than that applied to others: Lord 
Bullingdon's perversity during the. climactic duel, for 
example, is an act of malevolence unparalleled in the film 
---but the young Vistount is apparently able to carry on 
socially unscathedscthis is: insmarked contrastito the 
Ostracizing of Barry Lyndon after his assault on Bulling- 
don. Similarly, Barry's unfaithfulness is made to seem 
scandalous and callous (which it is) -- but Lady Lyndon 
had been an adultress herself prior to the death of her 
first husband, Sir Charles. "As men serve me, I serve 
miemguimsaysy Barry Lyndon, but) thisisimple principle: of 
reciprocity as hoplessly: out of step inva. worldyin which 
Meg status ofetherserver)issaverucialeelementiant the 


evaluation of his behavior. 


Kubrack ais uright to close the filme smorbidisg 
perhaps -- with a reminder of the ultimate equality in 
death which the protagonists come to attain. But he 
Seems to have more in mind than a reflection on social 
inequality. ‘His is a Vision too of the nature’ of man, and 
it is not a comforting one. What is most pessimistic 
about the film is the nagging suspicion that the 
perversities of the characters are not entirely determined 


by the social order -- that the social order itself may be 
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inevitable if Kubrick 1s COrrect in this, dreany, .discourag— 
eo Conception of hdman nature. IWere, ts virtually ne one 
an the film who is unambiguously likeable -- with the pos- 
Sable exception of Bryan, who is killed. Barry Lyndon him- 
self of course, is hardly admirable -- though he is as 

much a pitiable overreacher as insensitive social climber. 
(It is a curious fact, incidentally, that hardly anyone in 
the film -- including and especially the title character -- 
seems to be genuinely happy at any point.) Let us remember 
too that Barry's social aspirations are centainly not 
egalitarian. This is no "salt-of-the-earth" common man 
whose successes might elicit our unqualified approval; on 
Bae sCONntrary.. has belief “in.has Own superior destiny Ys 
equalled by his undisguised contempt for the lower classes. 
He attains some measure of sympathy not so much because of 
Pusvown stirling qualities, but,because \the, people: he 
woulLdecheat, assault, flatter, or Duy,are no better than 
he, and in some respects they are worse. The pessimism 
tnat runs threughout. the film.is very.much abetted and 
climaxed when Barry Lyndon's most nobel gesture -- sparing 
Bullingdon -- results in his physical mutilation and final 
relegation to the ranks from whence he came. Once again 

he has misread the real "rules of the game" to which the 
well bred strata subscribe; Lord Bullingdon, of course, 


suffers no such handicap. 
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It is interesting to note also that there is a 
certain discontinuity between the Barry Lyndon we actually 
See in the film, and the Barry Lyndon we are told about by 
the narrator. This has been pointed out by a number of 


observers, and was particularly well stated in Richard 


Combs' Monthly Film Bulletin review: 


Since Che “story-telling functions "have 
also largely been consigned to this 
commentator -- in the sense that we are 
told about many more of Barry's adven- 
Lures, (and the way nis characteris 
shaped by them, than we ever actually 
see -- the effect (at least for the 
iiost want ols oo render Barry. the pas- 
sive recipient of; both his} morality and 
his history....Kubrick's visual grand- 
iloquence anterlocks with the century's 
TOMAhe Le sc Truely, “ace CLgnvoly as lee did 
with the. savage militarism of Paths of 
Glory wi 4.thesromantice adealist )Bamry 
byndon is at farst. the formers, passive 
victim. and then its active representa- 
tive... .Barry begins his journey asa 
helpless innocent, fumbling through his 
First experiences of love and battle in 
a sentimental education that is also a 
kind of processing. The odd disconnec- 
tion between the 'disreputable' Barry 
we are constantly being told about... 
and the misty-eyed, painfully unformed 
misfit we see, attests to both the 
success and failure of that processing. 


The "disconnection" Combs refers to has been discussed at 
some length by others, including Ms. Houston (Sight and 


Sound), Jonathan Rosenbaum (Film Comment) and Michael 
Dempsey (Film Quarterly). 


Finally, we would not wish to give the impression 
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that interpretations of Kubrick's film have been LdenvLeal ; 


although the degree of consensus among those who liked the 
film has been substantial. In addition to the works we 
have cited in detail, Hans Feldman's Film Quarterly review 
article has much to: commend it. Feldman talks about Barry 
Lyndon in relation: to the entire body of Kubrick's work. 
Peinaygereudis Cavilization and «Its "Disconténts as ~a"start- 
ing point, Feldman discusses the film in terms of the 


enorms"” of civilization -- represented, of Course, by the 


frozen, painterly compositions -- and the "savage nature of 


man" repressed by those forms. He quotes two significant 
statements by Kubrick: "Any attempt to create social in- 
stitutions on a false view of the nature of man is prob- 
eey doomed to failure." And elsewhere’: "TMan is] an ig- 
noble savage. He is irrational, brutal, weak, silly and 
unable to be objective about anything where his own inter- 


ests are involved -- that about sums it up." 


The: Man Who Would Be King, the last of the three 


historical dramas, is an interesting companion piece to 


Barry Lyndon: both films were made by American directors 


working abroad, and both films are, in an important sense, 


about overreachers. The Man Who Would Be King, directed by 


John Huston, is based on a short story by Rudyard Kipling 
adapted and considerably "fleshed out" in a screenplay by 


Huston and Gladys Hill.® The setting of the film is India 


iaoothe 1880's. 
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Kipling (Christopher Plummer) is working in his 
newspaper office late at night in the sweltering heat, 
when a rag-clad figure moves out of the darkness and begs 
morea drink. ¥°Kipling, to his astonishment, 4discovers. that 
the pitiful creature is none other than Peachy Carnehan 
(Michael Caine) who, with his friend Daniel Dravot (Sean 
Connery), had set out on a remarkable adventure "three 
summers and a thousand years#agon!naNow,) clutchangp his 
whiskey glass between his two bandaged hands, Peachy relates 
his and Danny's story. Except for the concluding sequence, 


moemrest of ther film 2s in _flashback form. 


Peachy had first encountered Kipling at a train 
Station and had surreptitiously stolen the latter's pocket 
watch. When he realizes from a Masonic emblem affixed to 
the watch that Kipling is a brother Mason,Peachy returns 
the watch -- blaming the theft on an innocent native -- and 
cajols Kipling into delivering a message to Danny Dravot. 
In the process, Peachy tells Kipling about plans he and 
Danny have made to blackmail a state Rajah; and Kipling, 
partly because he fears for the safety of the two men, 
alerts British authorities to this. The blackmail conspir- 
acy being only one of a number of disreputable schemes the 
two had concocted since leaving the army (they had been 
sergeants), they are deemed "political undesirables and de- 


triments to the dignity of the Empire" and threatened with 
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Geportation to; England.) “Afttersthe Imperial glories of ‘their 
army days, they are resolved not to go home, where they 

would likely be employed as porters, so they go to Kipling's 
Miace and, revealstowhim a new, outrageous idéa: > “We are 

not little men, so we are going away to be kings." A bemused, 
incredulous Kipling reluctantly witnesses a contract in 

which Danny and Peachy set out the terms of their proposed 
regal partnership: among other things, they agree to renounce 


women and alcohol, at least until their goal is attained. 


Peachy and Danny have decided to journey to an 
obscure northern region of the continent -- to Kafiristan 
(now Afghanistan), which Peachy describes as a place of 
Warring tribes and "a land of opportunity for such as we." 
Piney will arbitrarily throw their weight behind ane or 
another of the tribes, defeat the others, and eventually 
UpistesiGnemi yd nedsor ayisangle.kangom.'* to Void tCrouble’en route 
to Kafiristan, they assume disguises -- Danny as a mad 
priest, and Peachy as his servant -- and keep well hidden 
the 20, rifles? whichtare sto assist® them in the*> establishment 
OH cheirakingdomseeByanow, Kipling has*come to dike the 
two schemers, though he remains rather appalled by their 
antics; and prior to the departure of the "mad priest and 
servant," he bestows upon Danny a good luck token -- the 


Hoeoniomcubdenmuntechshadebecn-affzxed to Aromvarchn. 


The journey to Kafiristan is long and treacherous, 
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but the success of the two adventurers seems pre-ordained. 
This is most vividly underlined during a sequence in which 
Peachy and Danny are trapped on a cold, snowy mountain 
ledge, unable to advance or retreat due to the collapse of 
a bridge of ice and snow that had spanned a deep crevasse. 
For a time, they keep themselves warm by burning several 
eerie wooden icons -- icons which, they surmise, “are 

the intended likenesses of local "Gods" and meant to scare 
away intruders. When the last of the wooden Gods has been 
burned, Peachy and Danny are resigned to death; but as they 


Fondly recall past glories, reflect Upon therr \rriendship, 
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and contemplate what might have been, their laughter triggers 


a snowslide which fills the crevasse and opens the door to 


Kafaristen. 


Upon reaching their destination, Peachy and Danny 
immediately set about putting their plan into action. 
iietrerurse encounter wath one of tne local tribess occurs 
after they spontaneously and arbitrarily assist the natives 
by Scaring off a raiding party from a rivaly tribe. Saihe two 
Englishmen promise to deliver the local chieftain from his 
enemies -- the chief being a fierce-looking but (it turns 
out) cowardly fellow who wants to be known as "Uta the 
Terrible" -- and proceed to train the tribesmen in the more 
Civilized methods of warfare. "When we've done with you," 


says Danny, "you'll be able to stand up and slaughter your 
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enemies like civilized men." He also mockingly cautions 
memeagains& thinking: too muchs .."Obey orders.« Dontt 
think. Do you think anyone would go into battle for King 
eoomcountry if he sw hought, about. it?) Not, bloody) dike ly!" 
Meanwhile, he and Peachy familiarize themselves with local 
customs, one of which-is a variation on the game of polo 
uSing a severed human head as the object of contention. 
@aze.icia fate thatavaits, Uta. afiter some,ofhis rivals 
are incorporated into the kingdom.) The two intruders are 
aided and abetted in their schemes by a Ghurka named "Billy 
Pash, the. sole survivor of an earlier geographical 
expedition, who becomes devoted to them and is taken into 


their confidence. 


The conquest of Kafiristan is greatly acceler- 
ated when, during a cavalry charge, Danny is struck by an 
arrow which appears to have no effect on him -- in fact, 
it had lodged harmlessly in his bandolier. The tribesmen 
eonclude that he is a God, and Peachy,..Danny, ,and»Billy 
Fish go along with this idea, reasoning that a God can 
conquer Kafiristan in half the time it would take a king. 
Danny rather haltingly grows accustomed to his new status, 
though it appears his reign may be at an end when he and 
the others are mysteriously summoned before the priests 
at the holy city of Sikandergul.. there, the high, priest 
is determined to put Danny's divinity to the test: an 


archer will shoot at very close range to replicate the 
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eventson which Danny's reputation rests. His arms are held 
and his clothes are ripped asunder, and then -- much to his 
astonishment and relief -- the priests and their followers 
fabieprostrate, before him.» Kipling's Masonic token is 
recognized as the emblem of "Sikander" -- Alexander the 
Great, who had visited Kafiristan in 328 B.C. -- and Danny 
is now worshipped as the long-awaited divine son of Sikan- 
der. Not only is Kafiristan his, but he and Peachy are 
shown a roomful of treasures bhabwern  heachyes, words, 

"make the jewels in the Tower of London look like cheap 
Family heirlooms." Moreover, they are free to take the 
jewels wherever they want to, since the jewels properly 
belong to the son of Sikander. Their wildest dreams have 


come true. 


Because of monsoons, the departure must be delayed 
DM OuUrmontns. .sWuUning) unis period, Danny, makes the most 
of his kingship and bestowed divinity -- building bridges, 
organising an army, dispensing justice, and generally 
behaving in the manner of a benevolent dictator. He comes 
boven joy nis role, and goes so far as. to squietly ask Peachy 
to bow before him "for appearance's sake." Inevitably, 
Danny decides to stay in Kafiristan: there are more bridges 
anduroads to be,.built, and he. dreams of a flag, a nation, 
and standing before the Queen of England, not as a subject 


but as a brother monarch. The ultimate conceit in which 
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he indulges himself is his belief that Kafiristan needs him 
and that he must have successors. For his part, Peachy 
wants Danny to let his subjects "go back to playing polo 
with one another's heads." He has never raised his sights 
beyond looting the country, which is what they had orig- 
mnatiy “intended. “We've “had this rare streak ‘of Tifck’," 

he says to Danny. And Danny replies: "You call it luck, 
bee call it destiny.” Therein lies the crucial and fatal 


difference between them. 


Matters begin to turn sour when Danny insists that 
he will take a Queen -- despite the objections of the 
priests, and the prospective bride's belief that she will 
be consumed with fire should she embrace a God. Crop 
failures, and other natural catastrophes reinforce those 
religious convictions, but Danny, notwithstanding Peachy's 
exhortations, won't be dissuaded. Peachy finall resigns 
himself to Danny's intransigence, and plans to leave with 
his share of the treasure following the royal wedding. 

But Danny's wedding is the occasion of his unmasking: his 
terrified bride-to-be bites him as he tries to embrace her 
-- and the blood she draws proves that Danny is not a God, 
but aman. It is clear now that Danny, Peachy and Billy 
Fish will be Lucky to leave Kafiristan alive. Determined 
to "brass it out," they march briskly through the 


assembled throngs, protected for the moment by the quickly 
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fading aura of Danny's "divinity." Presently, however, 
they find themselves surrounded and without ammunition. 
Siivehishsvadestanto the icrovd with his, sword. flailing, 
and is killed almost immediately. On the verge of certain 
death, Danny asks Peachy to forgive him for his high- 
handedness and folly; Peachy forgives him fully. . Danny 
is now herded onto a rope suspension bridge spanning a 
deep gorge. While the angry, disillusioned mob hacks at 
the ropes, Danny stands erect, his head still crowned, 
and in a loud clear voice begins singing "The Ministrel 
Bove we ireack yy.» noweres trained, by bis; captors. joins, in). 
At last, Daniel Dravot, the man who would be King, begins 


nas ebomg, “slow descent. 


In the final sequence, Peachy explains his own 
have co Kipling: ‘he had been crucified between! two pine 
Peeec. | wien We dlda' t die, the priests deemed it a maracle 
and eLetrhimwgo. His friend Danny, he tells us, was with 
him all the way during his year-long journey home. He 
held onto Danny's hand, he tells Kipling, and he held onto 
Danny's head. Finally, he places upon Kipling's desk 
the decayed head of Daniel Dravot; and on that head rests 


Danny's untarnished gold crown. 


The Man Who Would Be King is a first-rate instance 


of a film which harmonizes and interrelates all the elements 
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OF anexciting, ‘exotic ‘adventure story and 4all”the 

elements of a deeper, more profound sensibility. There is 
momsedience tir thee=rilm that does not serve to advance. the 
story in’a simple, unobtrusive fashion -- and yet, the. film 
reverberates symbolic meaning in a way that is not always 
subtle, yet never too ostentatious. The journey to 
Kafiristan is a particularly good example: on the one 

hand, the sequences are a straightforward contribution to 
the Narrative == two men are going from point "‘A' to point 
"B' and must overcome tremendous physical obstacles to do 
Son With considerable [Uck they make it. But it “is also 
the case that the journey to Kafiristan foreshadows events 
Waver "it thnewtidim and enlarges Upon its overall meaning’: 
the "mad priest" dancing on the summit of a hill as the 

sun sets behind him; the long shots -- too easily dismissed 
as merely scenic -- in which Peachy and Danny are engulfed 
by the landscape; the burned gods, broken bridges, and 
fateful deliverance from death -- all reinforce and amplify 
a sense of physical, spiritual, and social isolation, of 
uncontrollable external forces manipulating lives, of the 


violation of an alien culture, and blasphemy. 


One ur sthe duite explicit,politicalyimplications 
OpPotchie Lines Huston. Ss treatment of the delusions of 


power. For Huston, power is not so much corrupting as 


intoxicating -- it robs men of a perspective on themselves 
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and the events they wish to manipulate. Danny grows so 
accustomed (to, and.iso fond, of ,, his moyal/divine role 
that, he becomes dangerously insulated from reality. -- 
like a politician reading his own press releases and 
sWallowing them.whole. The trappings of royalty fit so 
comfortably, and its prerogatives are exercised with 
such ease (and, it should be said, not entirely foolishly), 
that Danny loses sight of who he really is and fails to 
Sou Limits owns ~original, albeit vhardly laudable, 
ambitions. A confidence man, loafer, and scoundrel, he 
Degins to ‘take an interest, in his’ place in history! He 
nase fallen victim to’what,AUSton in’ a Film Comment inter-= 
Wevoucar led |olie de grandeur, an vafflictions which’ sets: him 
very much apart from Peachy Carnehan: 

The two men in this picture; are indeed 

one man, and it's a dialogue that one 

man has with himself. They are divided 

into two men, because it cannot be all 

that introspective, in film. .When)the 

story calls for them to be divided, At*s 

Kind .Of,aydiVisionyof caysingle personel — 

ity, and when they come together again, 

the.rndividual wissunited. -slne half cot 

‘him, sas onewhnalt of ourselves Very 


often does, falls storey, to. that 2) Iness 
that attacks us when we get to high 


places, folie de grandeur. Imagin- 


ing that we are more than we are. 
Gedss imetactsin lhe @then:one 1s3thar 
half of ourselves that chides us and 
says that we are absurd. 


Interestingly, Huston underscores this unity-separation- 


unity structure in his manipulation of dialogue: during 
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the initial sequences, Peachy and Danny deliver several 
speeches /—-—= ‘to Kipling, to the’ British official before 

wren, theyre summoned, and to? the Kafiri’ chiefs -- with 

each speaking alternate lines in rapid succession, creating 
ihe impression ‘of a single intellect’ rather than two in- 
dependent minds. That pattern is broken during the middle 

of the film when they can no longer anticipate one another's 


thoughts. It is re-established towards the end, when they 


are samultaneously singing “The Ministrel Boy." 


A related aspect of Danny's folly -- and perhaps 
ee gees hand in hand with folie de grandeur -- is his 
fPalliire to recognize the limits of his, power. He is 
dangerously alone in his conviction that he can marry in 
defiance of the tribal religious prohibition -- even Peachy, 
who is notably more contemptuous of the people they are 
exploiting, has a healthy respect for what is and is not 
possible. Danny has conquered Kafiristan, but he does not 
comprehend the nature of his kingdom, not least of all its 
invrolace customs and taboos. It'nmever seems Co occur sto 
him that he is tampering with beliefs and values that are 
as tenaciously held -- at the very least -- as his own con- 
victions about his destiny. Tom Milne, in the Monthly 
Film Bulletin, has made a similar point: 

BY Dravot and Carnehan, seeing nothing 


of India itself as they pursue their 
grandiose plan, are behaving as typical 


249 


impertialists.. glhbey bring order, 

justice, progress and even humanity 

to Kafiristan (no more polo with 

enemy heads), but at the price of 

quick retribution for anyone who 

disagrees and always from a stand- 

point lofemoral, iractal and. hyqienie 

SuUperacrity. nnd they duly fail) ain 

the end because they forfeit their 

divine authority; but an even 

greater failure, generating the 

Beno Srthel rT ohana y. bo 

recognize the force and validity of 

alien cultures, however primitive. 
It will be apparent here that Milne has indulged in an 
unfortunate tendency evident in several other critiques 
of Huston's film -- a tendency to treat Peachy and Danny 
as completely undifferentiated characters, rather than as 
separate individuals or, as Huston would have it, as 
different aspects of a single personality. ("They" 
donne. forfeit their cdivine authority, sance, only sDanny. 
is ever accorded that status.) Peachy, as Pauline Kael 
has stated, is "the smarter of the two, the wise-guy 
realist, loyal to Danny even when he's depressed by Danny's 
believing himself a man of destiny...." Nonetheless, 
Peachy's realistic, down-to-earth perspective -- we've had 
asstreak of luck, snow let's take the. treast.re (and srun .-< 


is rather less appealing and more mundane than Danny's 


bold,..pathetic flourishs. 


Finally, but without exhausting the wealth of 


connotations in the film, it should be noted that our 
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responses to Danny and Peachy are not univocal. Teves 

a measure of Huston's talent, of- ‘colirse, that we “can 
recognize them as racists, warmongers, thieves and 
opportunists -- and yet realize, as Kael has done, that 

they "represent courage and gallantry" -- that their 
commitment to the Masonic myth of a "universal brotherhood 
under God" has some endearing substance, at least in their 
relationship with one another, though they violate it 
shamelessly in their dealings with others. What we see 

is courage and brutality, generosity and greed, racism 

and brotherhood in one complex, unholy mix -- the innocence 
aoaiexnuoerance of boys, Che corruption, and cynicism of 
ienwmine spirit of the fildmeand the mark»of ats-achrevement 
were most succinctly stated by Brendan Gill in Film Comment, 
in his two-word assessment of Daniel Dravot's death scene: 


"Preposterous; unforgettable." 
Parables 


While the asylum movies and the four futuristic 
and historical films are of substantial political interest 
in terms of the standards we have set, it .seems)iikely that 
none of them would be recognized as political either by 
a casual filmgoer, or by those whose idea of politics is 
narrower than ours. It is highly probable, however, that 
general audiences as well as those interested in a more 


limited notion of political cinema would recognize the 
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following two films as political works: VpeGlalesecrzon 


and Swept Away By and Unusual Destiny in the Blue Sea of 
August (also referred to as SUED EMAWAVAt.) nT NheLrOrmen ols 


a film by Constantine Costa-Gavras, whose reputation was 
built upon political melodramas such as Z and State of Selle 3 
and the latter is by Lina Wertmuller, whose reputation was 


More recently established, with films such as The Seduction 


of Mimi, Love and Anarchy, and Seven Beauties. 


Special Section waswritten by Costa-Gavras and 
Jorge Semprum from a book by Herve Villere, and is set in 
meance during the Vichy, regime of Marshal Petain. In. the 
opening sequence, audience applause at the conclusion of an 
Opera is interrupted by a radio announcement emanating 
from the house, speakers. The voice of Marshal Petain first 
deplores “disorderly conduct" throughout the country, and 
then warns that "unless we change our political structure, 
Boance util fall vinto thessamesabyss...as spain.” , [he 


announced changes in the political structure include the 


abolition of political parties and -- more significantly, 
given what is to follow -- an ominous modification to the 
fGdioialcyeten: S'!political, justice” wild now be. the 


responsibility of the Minister of the Interior, as distinct 
from the aging Minister of Justice; this is to the apparent 
delight of the former, and to the surprise and chagrin of 


the latter. The Minister of the Interior, a stout and not 
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very sinister-looking industrialist (played by Michel 
Lonsdale, the heroic policeman of The Vay sOf stienJacka Ll). 
Bencaid toshave gotten industry to “shape wp" and is now 
expected to perform a similar feat with the country at 


large. 


Elsewhere in France, Communist partisans have 
concluded that Germany's invasion of the Soviet Union has 
changed the nature of the war: what was previously con- 
sidered a struggle among imperialist powers is now seen as 
an anti-Fascist crusade. A strategy is devised that inclu- 
ges terrorist action against the occupation army, although 
some serious reservations are expressed about the like- 
lihood of working class victims. The first assassination 
Wemliers ra young German naval officer WhorTi1s snot, tn rhe 
Packmatmmoint, phank range. |The Manister of the Inverior 
Heemseite a political killing, and’ therefore withine as 
jurisdiction, and he resolves to react quickly and severely, 
Hurpontcediy im the interests of Torestalliingva,deadl ier 
response by the Germans themselves. Since there is no 
hope that the real assisins will be caught, the Minister 
decides upon the following plan: the government will pass 
a new anti-terrorism law which, among other things, will 
provide the death penalty for certain heretofore lesser 
offenses; the law will apply retroactively and will be 


administered by a new "Special Section" of the Court of 
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Pppcalyeuhich will try, convict, ‘and “sentence to death 
six "Communists, anarchists and Jews" who are already 
serving jail terms for offences that are soon to become 


Capital crimes. 


The Minister's plan is unveiled before the Cabinet 
and quickly approved, notwithstanding the strenuous oppos- 
ee rOnnol the Minister of Justice. Next. the German Military 
Command is approached and its approval of the retaliatory 
measures is solicited. In one of the more astonishing 
sequences in the film, the entire question is discussed 
by the French and the Germans largely from the point of 
Ploveco@rpon utc decorum. lhe occupation forces.) 1tiis 
explained, do not object to retroactive laws, but they are 
concerned about the "normalcy of these procedures." In 
particular, the Germans take exception to the French 
Sroposal or, executions in public; this, Chey, teel’, «would 
be barbarous and would be blamed on them, so they veto the 
idea. ("Those German generals are so conservative," 
one French official remarks after the meeting.) Apart from 
that, the strategy is approved, and those present casually 
turn their attention to more mundane details -- e.g., 


selecting a suitable date for the executions. 


Once the plan has been accepted, it gradually 
assumes the dimensions of an administrative problem -- 


albeit a particularly thorny one. "We need six death 
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sentences by next Thursday," is the way the problem is 
detined, sand at tCames 1) isas if an Urgent request for 
SOhtoe TUrntonangs were being =filtedteeihe retroactive lay 
must be drafted, back-dated ten or fifteen days, and signed; 
appointments to the Speciral’Section must be made3 the 
victims must be selected, re-tried, convicted, sentenced 
and guillotined. (Quite understandably, there is some 
Opposition to these procedures, not’ least: of all” from’the 
Minister of Justice, who must be persuaded to sign the new 
law and select personnel for the new court. One particularly 
important rationalization for going along with the exec- 
utions -- and the one to wich the Minister of Justice 
Finally succumbs -- is the belief that the absence of a 
convincing French response to the assassination, the Germans 
would react even more savagely. A point that recurs 
throughout the film is that the French were cowed -- and 
foolishly so =— by the psychology of rumors \Minitiabhy., 
Porrexanplcthemty is rumored that af. ithe Prenche didnt act, 
the Germans would kill 50 hostages -- "not just anyone, 
important people”; later the number is said to be 100, 
including the Archbishop of Paris, who would be strangled 

to death; and by the time candidates are being selected for 
the court, the rumor is adaptable to particular circum- 
stances -- engi a lawyer who balks at the idea of 
administering such a law is assured that lawyers in 


particular will be singled out if the Germans retaliate. 


12 = | | | . , ‘ ae S wir) Weis i ar. 
¥ 5 AV a : a - 
A : aa a a ae 
7 S I a) 7 i 1 at uF 4 
a, weldetq add \ow..om? .6f) Ti eaaeam”, 7 


jo%. tenypes Jeeps i. Yi te. oh ge ems) be 

vei ovidpenvday ont SeDEED oHeee eto ne te 
ie .o4et nee SEe se eat bedabwged ft: 
a4t vetouw @4 Jouw netaase Lafden® aad. 4 ate 


wennednge ~vsdobenge hekis~n%. being iae me a ont 
anys Gt tan? gidabnetareony sath ‘ened th 

i 'f@ Yo 3e¢eal don se Tones sand of mt . 
ai we 

war eo uiehe oo bepeve Teg ad sevm ode jsaateut to" 
7eiuvityeg sf ines wom ent 107 Dedeea tale re 
2920 éAe Aide gedde pabeg 38% netseekeanotien | ere, 
sciVevk ba Ta seBadh was PSPS a2 qa aft hee ey 

es Yo sonwenes @4 deta Yetlad ane e2 pm eiaanne? 


~ 


anagYrad ark «ih iJontseaage aed ad sanene? foned t 
2iyvae) Feat Tain fs ‘iapeves. otoe rave jamen 
baa -- pavoo ave doe dl edt Gany--ee mLit ant , 
ivigdiziai air “re epolarayed aad ad ~~ 08 vin é ie 
$56 d nein Aged er PE Sand betoaus at dt ‘atqnans 
eooves feu ide secanpateds 0° Lith bivew eaamzed + Bie | 

S02 sd of Skee ok tA¢eun ant gusel ;"*eliqgoeq 3 a 
oaticwii« a w Linon site eiee" Yo  qortelddotA ‘ana enti 
s0% bsdowleat guied tee asta dbase anid od ied bee idaneh oa 
amgorie teivaiigng (eg gidedoubs et tomut ‘quit peshe saad 
io gab? aff te gyleM tid ceywel @ 4.0.8 <> weoneee 
ni sseyuel Jehe worens ei wes a dove phixedsiatebe: 
,eisiialas apenssd: 6ae Ti ae baigaia: ‘ad Line’ na Duds 


roe a 7 7 ei a pu ee 


Loe 


Notwithstanding the rumored reprisals, some 
of the proposed candidates for the Special Section are 
appalled that they should be considered for such an 
SmitcenediCdere jot It outright. Bub others are found 
who respond more favorably; their motives include fear; 
patriotism, and personal ambition -- and, of course, 
combinations of these. Thus, for example, an ambitious, 
patriotic veteran whose judicial or legal career has been 
faltering can easily be persuaded (or can persuade himself) 
that he is being "called up" again in the service of France. 
That view is reinforced by the politicians and bureaucrats 
themselves, who characteristically rationalize the entire 
ap0minatron an terms of national security: da.e., 
France will maintain some facade of sovereignty; relations 
with the occupying power will be improved; and, rather 
UneLearty | rance’ s future in a new, united Europe wail 


be secured. 


The designation of personnel for the court is 
Daly one part of (the selection process; the other as the 
Select ron of victims. ~<Since the Minister “of “the Interior 
feels that Communists, Jews, and anarchists were likely 
responsible for the killing of the German officer, the 
nightmare logic of the situation dictates that two 
prisoners from each of those categories ought to be 


executed. If, as Jack Kroll has claimed in Newsweek, 
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special Section "is the story of a search for personnel, 
and atsekeyedramatic unite is» that. most, familiares of>sit- 
uations, the job interview," its most telling symbol may 
be the file folder. Ten file folders are selected from 
each of three file cabinets -- representing the three 
"offending" groups. From each stack of ten folders, four 
ene semet Cec moret ravad ,jimakings-a, total. ofe i2.defendants: 
six will be guillotined, and, for the sake of appearances, 
six will receive lighter sentences. The selection is 
done after a cursory examination of the files; the 
arbitrariness of the procedure reaches a dramatic peak 
when we see the Minister holding a file folder in each 
hand in a gesture that suggests he may be weighing them 
Or guaging their relative thickness -- a grotesque parody 
Om pp ibi nd! hpsti ceydqathralihifie cbatenally bangingrein <ohe 
balance. The shot is held for an instant, before one 


ofthe folders ers yplaced inthe jdeath stack. 


The trials themselves constitute the least 
interesting aspect of the film. they are held an camera 
(despite the importance that had been placed on maintain- 
ing the appearances and forms of justice and legality), 
and the victims are mostly manual workers who -- far from 
being the "terrorists" against whom the elaborate machinery 
was set in motion -- are serving sentences for ordinary 


petty crimes, or political offences such as distributing 
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anti-Nazi leaflets and Communist posters. The victims 

are also portrayed in happier times, in a series of idyllic 
Ff lashbacks that tug; Loo sentimentally at) the heartstrings. 
One of the designated condemned men is a journalist who 
Functions as their spokesman and as the conscience of the 
film. His stirring speech to the court -- that the people 
of France vould be the judges One day -- proves sufficiently 
unnerving that the prosecutor and some of the judges begin 
wondering “whotlLl-rule,France if Germanyofalls?" fearful 
that the journalist's martyrdom would provoke an inordinate 
PUD Mee OMe Ty. Sune ecourt votes by a norrow margin to spare 
him as well as one of the other prisoners. For the other 
four whe had been designated for execution, there is no 
hope, despite appeals to Marshal Petain. Shots of a 
guillotine being assembled tell of their fate. Notwith- 
standing the journalist's prophecy and the apprehensions of 
some of the perpetrators, the film's epilogue explains that 
HoOwMacCcCdonN Was taken against any of the judges of the Speciad 
Section following the liberation -- for a "raison d'etat." 
Moreover, other Special Sections were formed; and those 
prisoners who had not been condemned to death in the 
dramatized portion of the movie either died in concentration 


camps or were executed later. 


Specials oe CLI On fis an interesting, imperfect 


political m1 lin that is strong on details of plot, but weak 
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on characterization 3 and that weakness, unfortunately, 
renders the events described less comprehensible than they 
might otherwise be. The outrageous event that the film 
documents -- and Costa-Gavras's films always have an aura 
cf documentary about them -- has overt political interest 
that will be painfully evident from the summary above. It 
should be noted, however, that not everyone was satisfied 
that Costa-Gavras and his screenwriter stated the facts 
of the situation accurately. Pauline Kael, for one, took 
issue with their decision to 

shape the story to make it appear that 

the French were merely fantasizing the 

danger of large-scale reprisals. There's 

no possibility of examining the 

psychology of collaboration and resis- 

tance if the French officials are obviously 

Pooler COWar dS , fanGCiumbDers...... 0ne 

historians say that the Germans did in 

fact want to take a hundred lives for 

the one, and gave orders for fifty 

hostages to be executed immediately, and 

that the French bargained the number 

cown, Ee, Six. 
Imieffect,< says) Kael,..the film cartoons the collaborators; 
she asks pointedly: "After we've seen The Sorrow and the 
Pity, with actual collaborators discussing what they did 
and why, and seen the fears, moral confusions, and 


stresses they cuccumbed to,ehows can Werhavemanyvearespects for 


Chase simp lasitu.c vulgarization ofs history! 


As implied in Kael's remarks, Costa-Gavras goes 
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to great lengths to undermine the "fear of reprisals" 
rationale, and at times he even ridicuvestit. *buranioe the 
key meeting between the French and the Germans, when the 
hasty French initiative is discussed and approved, there is 
no mention of fifty-hostage or hundred-hostage alternatives; 
the burden of blame and responsibility for what is to follow 
is clearly and, at that point in the film, surprisingly 
Polgesupon she shoudders of the French officials.) For (that 
reason, and because of the way some of the rumoremongering 
characters are depicted, subsequent references to the 
possibility of German reprisals seem stupid, gullible, or 
foolish. In minimizing the German threat, Costa-Gavras 
emphasizes other aspects of the collaborators' motivations 
as explanations for their behavior; but what we get are 
stereotypes: on the one hand, venal, ambitious politicians 
rationalizing decisions in terms of national security, 

aided and abetted by a compliant civil service; and on the 
other hand, shamelessly sentimentalized working class 
victims and a courageous, idealistic journalist. ("This 
movie does not put even one scummy person among them to 

test your sympathies," wrote Kael; and Newsweek's Jack 
Kroll. who wrote a very favorable review of the film, called 
the defendants "corny travesties of Sacco and Vanzetti.") 
Since the film is about the state conspiring against its 
citizens (Watergate implications were duly noted by most 


reviewers),9 it comes as no surprise, of course, that our 


eh neeag04 Ya neath wld 
odd -onhaud, phy wehoueead nnd aapdeme 
ait? an cart eat, hrm uted newest: 
so gnd | neyoagge ii bsenucdit al wvbtekthed. | 
joavichansedh i ope Jeon bering: +0 epwitax hey stereo 
jotta w2 ‘ek aera dot ySRAdLanageet bas smpid Ao +e 
viene Legaue “ehh? atte ad “foley toad oe >be’ 
ehete!) We deer) eae ae srtebl uotee and! 
lene et wht Te eros oem att %6 aeueadd bre 
att a4 senna ew Sreweecde sbatandab ge. @f 


— 


Sag) SO ” 


6 Att ign ybiguse meae oLaestiges paral te et 
cxeyenee dese. 5 eeeamd haunee ant eptsbarake-a 
aaa, ta vk dew! Peaoderetel tem sae Ae efseqas aeddoxs 

tue we Jee tue prokveias: mage 07 aS 
‘Ltiteg suettioar fates teat ‘ane ostid Los 5 e6QY 
ydizturee Lénodiaa Se ented wt: srobabsab pnts fem 
:asledeaw fhyke. ‘Ceulmeniarl “i padieds De . 


a 
ivuQy Gexeleadnemtinee Vtevelaneds base ta 


sae? OF 
a 
uf 


ye itensuet ebkeiheabs ,suoepaaves a bos Rattoky 
mond pieee re yintgok ene teva tuq Jon aosb otvemy 
U e*ieeuseal soe ytee’ stow"; saldseqeye tus sau 


holies .otto et? Io dwheweeii@ageve) sev a odouw oe ‘qilean 


(* Ve Sganel’ Com eee ae mek donensd Gnmee" ejnabasteb. ad - 

eth saniery onbsteweee Bese ait juoda ef mit} edd eerie 7 

Jeum vd Saton glvw egew enetseoifqnt sispieisW) anestiie | 
; 7 non 


ano je! ,. ga tueD Yo. [peltaeue on 38 eames +k , (arsvelvet 


260 


impressions are dominated by disturbing images of state 
agents and sympathetic images of the innocent victims. But 
the film would be a great deal better if it conveyed a 
stronger impression of characters who did notsiitetne 
stereotypes -- in particular, a stronger impression of 


those who would not serve on the new court. 


Merstrengen Ornthe film lies Less ins its inadequate 
characterization and sensational subject matter than in its 
depiction of bureaucratic processes. The point Costa-Gavras 
seems to be making is not the facile one, that the 
bureaucracy is inherently dehumanizing, but the more subtle 
One, that bureaucratic processes facilitate inhumane decis- 
TOnmakingwsa the most memorable scenes if wopecial, sectuen 
are those in which file folders are selected, shuffled, 
sorted, stacked and casually examined. One senses at 
times that the barbarity can be perpetrated because its 
subject matter-- the six men designated for execution, as 
well as the others -- can be reduced to the disembodied 
state of manila folders: men who might not be capable of 
killing a flesh and blood individual can move paper from 
One corner of a desk to the other and accomplish the same 
thing. Costa-Gavras also implies that once the machinery 
is set in motion, moral questions give way to procedural 
imperatives: i.e., the question of whether it LS sunt OT 


wrong gives way to, "Can it be done, and can it be done by 
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hex. ahursday?!") ts may nots be Tight, but it can be made 
lawful. The hitch, of course, is that everyone knows that 
the folders represent "cases," which in turn represent 
living, breathing individuals; that problem can be overcome 
by means of linguistic subterfuge: the victims are 
frequently, and quite inappropriately, referred to as 
BUeDrOrUStL Sy *iwhaich, iof course, makes» them dispensable. 

Pee tresibest.pithen, rs Specials iSectionwsuggests «that, ithesoneat 
moral questions are not always perceived as such: acquies- 
ence to the murder of six innocent men becomes routine com- 
pliance with a superior's request to co-operate in the law- 


ron. foxXecu teiOns) Of) Sixiterrorists r= wdlofor measons) ofaistate. 


The opening sequences of Lina Wertmuller's film, 
swept Away..., take place on board a pleasure yacht crusing 
the Mediterranean off the coast of Italy. Raffaella, a 
wealthy, attractive-looking and shrewish woman, is 
involved in a loud argument with the other vacationers -- 
all rich and complacent -- about a host of political 
questions: Communism-versus-capitalism, ecology, abortion 
andrsoton.. Theiiessencesiof Raff aclla‘*si polit tes misiranta- 
Communism -- stridently overstated, and irritatingly 
insensitive both to the opinions of the others (some of 
whom accuse her of being a fascist), and to the conditions 


under which her poorer countrymen live. Raffaella's 
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political diatribe is intermingled with sporadic personal 
jones al the expense, of Gennarino, a poor deck-hand from 
the south of Italy who is a committed Communist and barely 
capable of controlling his hostility towards Raffaella. 
Gennarino's temper isaggravated by Raffaella's constant 
demands and complaints, and he appears to feel especially 
persecuted when she draws attention to the odor coming 
from his shirt. Presently after some of the others leave 
the yacht to go swimming in a grotto, Raffaella orders 


Gennarino to launch a rubber dinghy and take her to them. 


When the boat's motor fails, the two of them are cast adrift 


(or swept away) and eventually wind up on a desert island. 


Rafaella is initially insensitive to the 
implications of their new, primitive social situation, and 
she continues to treat Gennarino with undiluted contempt. 
Appallingly, from her perspective, he begins to respond 
in kind. Thus, when she calls him a "crappy sub- 
proletarian," he answers with a string of insults ending 
wach: “You're a pig, and -- what's worse -- a Social 
Democrat." When she scoffs at his southern origins, and 
suggests that the physical appearances of southern women 
would be vastly improved by dieting, his response is: "A 
lot of them are forced into dieting. Te?’ s, ca leurs peverty.. 


And Gennarino's assertiveness in the new situation is not 


limited to verbal repartee: he realizes quickly that his 
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apa labystorcatchifash; lobsters; and rabbits, for example, 
is immeasurably more valuable than wealth based on an 
industrial economy, which is the only wealth Raffaella has. 
ohethas disdainful#ofehis "skills at first) and noirsely 
disgusted by the ra fish he offers her while they are 
still adrift in the boat. Later, on the island, when he 
skins and impales a rabbit for roasting, she is -- as 
Penelope Gilliat has written -- "still enough of "a =“borh 
overlord to despise the naked sight of the food she 
regularly respects when it is clothed in sauce." For 

a time, they forage independently of one another, but 

she has no success. Hunger gets the better of contempt, 
pmcpesne.easks, if ori food , but "hie won't ‘give her any. ¥°She 
complains that there ought to be a law against people 
Yering other pecopre:rgo shungry.’- "If there was “such a’ day," 
nes explains, "they could put tll ‘the wealthy people “in “the 
Worked sin ejaals. abu titthere! disnt, ‘so. alastyou see ain yarl 
are poor people." She offers to buy food from him, and he 
tells her, with some satisfaction, “money's no good here. 
If you want to eat, you have to work for it." Inevitably, 
she is forced to give in; her subjugation begins, 


significantly enough, with the washing of-his) pants: 


Though she submits, of necessity, to a reversal 
of the master-servant relationship, Raffaella has more 


difficulty curbing her abrasive tongue. Gennarino, for 
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his part, continues to regard her as utterly representative 
of her class and the source of every EVI in wee ved UDO] 
the working class; he seethes with rage at the very thought 
of her status. Raffaellas's provocations and Gennarino's 
angry Bhat with class differences -- which he does not 
altogether differentiate from sex differences -- lead to 
GieecCalaGlon Ote their, conflict to ,the level, of physical 
brutality. In one particularly violent scene, he slaps 

her face repeatedly in unison with a furious litany of 
grievances against capitalism in general, and this "ugly 
Boctamwwemocral whore in particular: “That's for 
Calsingwint lation and not paying taxes... That's for the 
Sales taxws.0< Loat's for the hospitals, where the poor can't 
eviep det 2c..." And so on. The final ,;subjugation of 
Rafaella is sexual and emotional. "You're finally going 
PouLiOWwealredinman, . be tells her, in ‘a prelude to rape. 
"You've never had one before." Ultimately -- and this has 
been an extremely controversial aspect of the film -- her 
hostility gives way to love, or some semblance thereof; but 
the relationship remains one of subservience: at various 
points, for example, she is forced to call him master, 
mrceenis feet, .beq for sex. and so on. She confesses to 
having been "swept away into a mad dream," and comes to 
regard him as "man as he existed in nature"; he falls in 
love Loo, and savors his role as master and teacher, 


though he is sporadically infuriated by any suggestions of 
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her alleged class superiority. 


Under Gennarino's tutelage, Raffaella grows to 


despise the world they have left -- it is, she says, a 
Dake world.) with rotten values" -- and speaks fondly of 
the two of them having been "reborn." But Gennarino 


insists that theirrrelationship be put to what. .is, in the 
context of the film, the ultimate test: he wants to return 
to civilization to see if love will survive. When a 

rescue ship appears on the horizon, he overrules Raffaella's 
Oobjectionswvandisignals its. .Reunited- with their: respective 
Spouses -- she is the wife of an industrialist, he has a 
wife and several children -- the social and physical dis- 
tance between them is reaffirmed. With a modest reward 

that had been given to him by Raffaella's husband, Gennarino 
buys a topaz ring and sends it to her. Then, painfully awar 
tinal tCheiri return tolcividazationiwas aypmastake, he, teleonon 
her and proposes: that they go| back»to the island. She is 
hesitant, but appears halfheartedly willing. But the 
inevitable happens: while Gennarino sits on a pier waiting 
for her, a helicopter ascends, and Raffaella is "Swept away" 
to the social stratum from whence she came. Realizing 

now that the affair is over, Gennarino resorts to a string 
of epithets: "I knew I never should have trusted a rich 
women....Dirty capitalist pig, deserting me like this." 


Finally, he walks back a ways to where his wife is waiting; 
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she is a plain sorry-looking woman, and we last see them 
walking together, fussing and bickering about their 


marriage. 


At the most rudimentary and inadequate level of 
imverprecravuion, oWept Away... is a Sinplicvure Story, apour 
the way class differences distort and destroy a genuine 
over tivar would tilourich, in a more “natural” setting. 

In that interpretation, Gennarino is presumed to be an 
unambiguously-portrayed working class hero who is trifled 
with and abandoned by a capitalist shrew; and the natural 
relationship between the sexes -- man's dominion 

OVer woman -- is destroyed because of the repressive and 
perverse nature of a class-structured society. Consider, 
ROnmexaniwen ecm eante tyre vlew Of Uaas fli. 

Stripped! ofaher J/sociales station. she 

(Raffaella) is reduced to a primal 

object, humiliated at every turn 

until she accepts, body and soul, 

man's supremacy in the realm of 

MaAabUNe. «ae Blass Is mMarred, after 

rescue. He (Gennarino) is hemmed 

in DY Wire and tanbly.s ~hartacila, 

DeqGreciully.wEecLuraS «CO corporate 

duUbles and society is the culpric 

forming a barrier to anarchic 

paradise. 


The difficulty with the Wertmuller19 filn, 


and the reason why some interpreters have tended to 


confuse the point being made, is this: Wertmuller has 


a single character represent values which, for liberal 
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film critics, are dissonant: on the one hand he is a sym- 
pathetic, if sometimes foolish, spokesmen for workers as 
distinct from bosses, and our empathy is entirely and under- 
standably with him; on the other hand, his treatment of 
Raffaella sometimes overwhelms the aforementioned prejudice 
and we cringe at the Simple spectacle of a man brutalizing 
a woman. Thus, a character representing the venerable 
cause of socialism is also a violently dominating male 
chauvinist ("a woman is an object of pleasure -- a little 
relaxation after work"), and our responses are mixed. 
Wertmuller, a socialist, does not sentimentalize her work- 
ing-class hero. Though she does caricature the bourgeois 
protagonist, Raffaella, here too we experience ambivalent 
feelings: “on the one hand, no one seems more deserving of 
Gennarino's rage;~and on the other hand, his treatment of 
her seems inordinately harsh. Only by ignoring the ambiv- 
alent reactions we experience during some of the island 
sequences -- or by presuming that a more univocal response 
was intended -- can the film be construed as a simplistic 
and preposterously retrograde notion of paradise. ("Un- 
corrupted by» social forces," wrote Pauline Kael in a brief, 
hegat Wwebdiscussion, of thee film: "the couple live thes’ true” 


relations of the sexes and find paradise.") 


It is our view, then, that Wertmuller's depiction 


of Gennarino is intentionally equivocal. There is no ques- 


tion whatsoever, of course, as to where her sympathies lie, 
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and consequently, where she expects our sympathies to be. 
But she clearly demonstrates the cruelty he is capable of, 
and the absurdities of some of the poses he strikes -- 
especially when his sometimes hilarious obsession with 
class differences manifests itself at the most unlikely 
times: "Sodomize me," Raffaella pleads at one point during 
their lovemaking; and Gennarino launches into a tirade 
about how she's "using big words to confuse me." Indeed, 
in some ways Gennarino emerges as less a triumphant work- 
ing-class hero than a pathetically gullible, bombastic 
sentimentalist: unlike Raffaella, he is incapable of real- 
wangetnat sLineir return to civilization will be the. end -of 
the affair; unlike her, he is surprised and hurt when, as 
Diane Jacobs wrote in Film Comment, she "chooses the com- 
forts of a loveless marriage over the penury and squalor 
that would reward a life with island master Gennarino...." 
But though our responses to Gennarino are mixed, the deck 
Pemains stacked in his favor. For one thing, he has too 
many good lines: his furious outbursts about the complac- 
ency and meanness of her class strike too many sympathetic 
chords, while her high-pitched retorts are merely grating. 
In no small measure, the sequences in which she is most 
tolerable are those in which she is being sexy, servile, or 


positively idolatrous -- as when she kisses his feet and 


adorns him with garlands. Though we credit her with the 


Sense to realize the consequences of signaling the rescue 
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ship, the decision to leave Gennarino remains hers, and his 


tragedy is undoubtedly the greater of the two. 


Notwithstanding the controversy about the alleged 
sexist implications of the film, it must be remembered too 
that Raffaella is more clearly intended as a representative 
ot ther class than as a Representative of her sex. (ap rionetc 
the beating alluded to above, for example, Gennarino in- 
Poon iGere) NOW M.0U re going ito pay. You're going ‘ta pay 
hor everyone." And his frequent insults invariably carry 
similar iipiicat tons. e,.,, She ws not merely a "biten! lor 
Simeicds yawnOte sie isa capitalist bitch” and: an» “ugly 
90cial Democrat whore". Gennarino is constantly reminding 
bamselr, and us, of Rafaella'"s status, and in the context 
Gmrche vin he ws.absolutely right) to (do.-sos) it, is) when: he 
underestimates the importance of this difference -- when he 
begins to presume or to hope that love will transcend it -- 


that he appears most pathetic. 


ine thet inailr analysis) Wertmullereseensetorbe fel- 
inesus that. as’ Marjorie’ Rosen’ indicated) im af New Times 
feature, patterns of dominance and submission are ultimately 
a function of economics -- not that one pattern is more 
"natural" than the other. ThUs3" if Indtstrialmsociecy, 
Gennarino and the class he represents are virtually enslaved 
by Raffaella and her ilk, because of the economic power 


that Gennarino raves about throughout the film. In the 
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more primitive society of two, Gennarino is able to enslave 
Raffaella by virtue of his economic control -- manifested 
in his superior resourcefulness and survival skills. The 
latter manifestation, of course, is suggestive of a polit+ 
peal pain. all on its own; i.e., that the “DICH vare ser t carta 
live off the sweat of others, namely the working class, 
Caren pertorms. the only labor that is of real value. It 

is sometimes a weakness, but more often a strength, of 
Wertmuller's film that her point about class dominance is 
made uSing imperfect, flesh and blood individuals as 
protagonists. One would not necessarily "get the point" 
without thinking about the film carefully, and in that 
sense it is less successful didactically than a film like 
special Section or some of the message movies; the strength 
of Swept Away... is that it has enough subtlety and depth 


to make thinking about it a rewarding activity. 


BeGeeL DerSpecLives 


The political explicitness of Special Section and 
Swept Away... gives way now to a different mode of political 
content -- that which manifests itself in several films 
set in the contemporary United States, and which, in vary- 
ing degrees, gives those films an aura of serious, self- 
conscious reflection that transcends their not inconsider- 


able entertainment values. Three of those films (Hustle, 


Dog Day Afternoon, and Taxi Driver) are set in harsh urban 
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environments and -- with moderate-to-considerable success-- 
try. to. dramatize .a reality that is significantly less 
glamorous than the world of super-spies and super-cops that 


is more typically associated with the commercial cinema. 


Hustle, directed by Robert Aldrich from a screen- 
play by Steve Shagan, stars Burt Reynolds as police lieu- 
tenant Phil Gains and Catherine Deneuve as Gaines' lover, 
MECOLeUaAG LES ssimple st level, the film is about an in- 
vestigation into the death of a young woman, Gloria Hollin- 
ger, whose body is washed up on a beach during the opening 
sequences. Gaines and his partner, Louis Belgrave (Paul 
Winfield), are assigned to the case, and Gaines rather 
hastily concludes that the girl's death was a suicide from 
an. overdose of sharbiturates., Belgrave is less certain about 
the suicide verdict since the victim had been involved with 
beo Sellers, (Eddie Albert), a union lawyer of "known" cor- 
ruption, and because the corpse showed signs of considerable, 
and not altogether ordinary, sexual activity. Belgrave is 
the tougher of the two in the early part of the Film; at 
one point, for example, he participates in the beating of 
an albino suspect (in an unrelated case), which prompts an 
outburst from Gaines about the importance of compassion. 
Despite Belgrave's feelings that they should dig deeper 
into the Hollinger affair, the case is momentarily closed 


by their superior, John Santoro, after he has satisfied 
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himself that nothing important is at stake, "The girl's 
father -- is he anyone?" Santoro asks Gaines. And Gaines 


replies sadly, "'No,)) John. He's ino one." 


Gaines' reluctance to pursue the Hollinger case 
does not stem from personal corruption. Instead, he appears 
to have an aversion Lorune sordid possibilities of tthe 
SuOrVs,.and 1S, at. any rate, rather morose and distracted 
by personal matters. He had left his wife after finding 
her in bed with another man, and is now living with -- and 
Prove wut a—— i ahigh praced call, girl, Nicole... Though 
they talk wistfully of going away together to Rome, he seems 
incapable of making a permanent commitment to her, so she 
Convianues her professional Life, even to the point of making 
and receiving "business" calls in his presence. Besides 
this, Gaines is filled with an aching sense of nostalgia 
por the past. At’ one point he affirms his love for “old 
bands, old songs, old ballplayers, old soldiers," and 
that is a satisfactory summary of the mood conveyed in 
mucheom.the film. lt is a past that is sentimentalized, 
and Gaines remembers it with a feeling of regret bordering 
on self-pity. As a police officer, Gaines is cynical and 
compassionate, and capable of Te thal efficiency -- but he 


us typically plunged into danger rather than looking for it 


and confronting it on his own terms. 


The Hollinger case will be no exception. Marty 
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Hollinger (Ben Johnson) refuses to believe that his daughter 
committed suicide, notwithstanding Gaines' limp statisti- 
cal evidence showing the likelihood of such an outcome 
("Suicide is the number one killer of teenagers in America 
today"), A bitter, disillusioned man even before the 
tragedy, Hollingér-is angered by what he feels to be police 
indifference, which he attributes to his own unimportance 
and to the fact that he does not have an expensive lawyer. 
"Nobody cares," Hollinger says dejectedly. "Sometimes," 
Says a sympathetic Gaines, "we don't have time to care." 
But Hollinger himself does have time, so he pursues the 
investigation on his own, while Gaines and Belgrave deal 
with more pressing matters such as rescuing hostages from 

a derranged gunman, and trailing suspected Arab terrorists; 
tne Latter subplot-is arbitrarily introduced and inexplic- 
ably terminated without resolution. (It should be noted 
Were trata htistie 1s the kind of police film?in which one 
can expect a detective to routinely deal with an armed 
robbery on his way to work and heaven knows what else once 


he gets there.) 


During the course of his investigation, Hollinger 
gets brutally beaten up, but not before he discovers that 
Gloria had been to a "sex party" the night before she died; 
the party had been at the mansion of a man named Leo, an 


obvious reference to the corrupt union lawyer, Leo Sellers, 
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in whom Gaines and Belgrave have a renewed interest: three 
union executives have been murdered, purportedly on Sellers’ 
orders. The whys and wherefores of the killings are never 
articulated ing thes film. except, for ominous references to 
Epetnhas polit og 1! nature; it appears certain, however, that 
sellers is guilty, though there is.not enough evidence to 
bring him to trial. Increasingly sympathetic towards 
Hollinger, and understanding his grief and cynicism, Gaines 
rece tOe find our everything there is to know" «about 
Gloria's death, provided that boddangermisitays ut voce oe 
Gaines and Belgrave question Leo Sellers and find that 
Gloria had been making pornographic movies, that Sellers 
had seen one of her films and had invited her to an orgy, 
and that later she had. indeed, committed suicide.) .Sellers 
is openly contemptuous of their concern, for Hollinger, and 


reiterates the question Gaines' superior had asked earlier: 


Mihara kid's father. =-- was heaanybody?!. "No, beo,. says 
Gaines, "just one of those middle-class Americans who think 
you can get 40,000 miles on a new set of tires." Convinced 


of Sellers' innocence in Gloria's death, the detectives now 
confront him with the matter of the triple murder, but he 
remaines unruffled: "Nothing you have is legally germane 
to anything." Then, in a parting shot, he taunts Gaines 


about Nicole's profession and about his own dealings with 
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Holingqer  "rehuses to accept the tact that his 
daughter was anything but a helpless innocent. We learn, 
moreover, thay his imental’ condition is unstable and that 
he had been in "deep therapy" in a Veterans Administration 
hospital after a tour of duty in Korea. When Gaines and 


Belgrave tell him the truth about Gloria, he accuses them 


Or fav Lirg “sold: ort < "You guys are all bought and paid for. 


Everyone knows that." Pena iisys.e CO convince him, Gaines 
Sorecmor one Of “Gloria "s'*iailmsvhen 1it- is’ over, “dollinger 
walks away, speechless and dejected. But he has not given 
up: he still holds the man named Leo responsible and is 
determined to "tind out his, last name -- information which 
Gaines has withheld from him. Now, events move rapidly 

as an enraged Hollinger brutally coerces Gloria's former 
roommate into telling him the name of the man in whose 
mansion the infamous party had been held. Sellers' im- 
portance, on caurse, reinforces: Hollinger's deepest: con 
VICE IONGe about nS Ovum anabblity to obtain justice:: and 
Withee guns Boughtain a pawn shop he goes ito Sellers’ house 
and murders him in cold blood. Having realized too late 
what Hollinger was about to do, Gaines and Belgrave arrive 
at the scene of the murder, where an exasperated Gaines 
berrates Hollinger for not "leaving it alone" and warns 
him that he is likely to wind up in a mental hospital. "I 
want my day in court," says Hollinger. "The country owes 


me that." Gaines apparently feels that Marty Hol agers 
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day in court won't amount to much ("You're not supposed 

to kill important citizens like Leo Sellers") but he is 
genuinely moved by the man's plight and conspires to give 
him a second chance. Against Belgrave's wishes, Gaines 
begins to arrange the evidence to make it appear that 
Hollinger had killed Sellers in self-defence. "There's 
got to be a little charity in this system for the Martys 
and the albinos and the Glorias," he explains to Belgrave. 
But Belgrave protests that he would not do what is being 
requested of him for anybody. NWYoul re nov sdowng ne har 
amy body, "says iGaines: “"¥Youkre doing®itrfior, arnobodya' 
Reluctantly, Belgrave complies and the evidence is arranged 
aceordinghy; tHollinger, sforshis*troublés; receives: anpain= 
ful gunshot wound to his shoulder to make matters look 


realistic. 


With the Hollinger case behind him, Gaines decides 
te leave WatneNicoles* "En® route teethelairpore’) tommeetiner, 
he intervenes’ in’ a’ liquor store*holdup and isyshot to death. 
Ine thesfinalesequence of @thev filme Nicoletistmet, atmtherair— 
ports by Belgrave; from the expression on her face when she 
sees Belgrave, it is apparent that she realized Gaines’ 


tragic fate. 


While Hustle is neither aesthetically overwhelming 
(to say the very least), nor politically incisive, there is 


no doubt whatsoever that a political statement is intended 
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mamcndrseriously  sintended.at.that;: moreover, the intention 
is executed with a forthrightness that is impossible to 
ignore. In one sense, the film ressembles the single- 
mindedness of message movies: Aldrich and Shagan tell us 
frequently, and in no uncertain terms, that America's 

Marty Hollingers.-- the "nobodies" who fight wars, pay 
taxes, obey laws, and so on -- have been betrayed by a 
system which makes hustlers out of nearly everyone, and 
charity cases out of the honest men who still believe in 
the old ideals. What renders the film more complex than the 
message movies, to say nothing of the crime melodramas 
discussed in chapter two, is the sustained mood of nostal- 
Gia that infuses the political cynicism -- clearly implying 
that things were better in days of yore -- and the moral 
questions raised, but never answered, by the film's con- 


elusion. 


As we have seen above, the cynicism of the film 
runs the gamut from vague allegations that "everyone 
hustles," to the more particular assertion that "important 
citizens" like Leo Sellers are legally untouchable: hence, 
the implied tolerance for, if not encouragement of, drastic 
measures. Because Gaines has never really come to terms 


with this "reality," he clings obsessively to artifacts of 


the past: movies, records, and so on. Even the nineteen- 


thirties are recalled with affection. "T.'m .a student of 
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the thirties," he says during the course of the Hollinger 
UAVSS tg atdiOnkey) bile sl ove. th 6 thirties...Cole PROM GC Lye de! 6 


Young girls treated with respect..." Breadlines are not 
PattOr enasr Vicon. avAnd  laber,,. hey contrasts. the clothing 
and deportment of a contemporary drug dealer's defence 
lawyer -- the judge nearly stood at attention, he says, 
and the dealer gave Gaines "the finger" at the conclusion 
of the hearing -- with the defence lawyers of yesteryear: 
"I remember attorneys without beards and $400 jackets. 
Everything seemed more balanced then." The film is far 
too ambivalent, however, in the matter of whether Gaines' 
idealized reminiscences are to be taken as accurate (i.e.», 
intended by Aldrich and Shagan as a realistic appraisal of 
the likelihood of justice then and now), or further illus- 


trations, of Gaines” malaise. 


The ethical questions raised by the film -- espec- 
Mallysthetaneliwassertion thal an a corrupu, Darwinian 
world, "mere" lawfulness may have to take a back seat to 
private morality -- are large ones, of course, and are 
dealt with in a blunt, unsatisfactory way. When Sellers is, 
in effect, executed by Hollinger for a crime he did not 
commit (though he is a "known" murderer and gangster), the 
film is reminiscent of Dirty Harry and TES UMitaLors> But 
the political emphasis has shifted somewhat. Pauline Kael 


has argued, for example, that Hustle creates 
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a romantic-liberal basis) Tork taki'nd 

them lawintovone!s own hands. Accord- 
ing to this movie, the whole system is 
RROGeEC lt ther Side of the mich) —— ithe 
somebodies, they're called here -- and 
BAe wcan Tight tne balance only by chival-— 
Prous: outlaw aete."°'in order ‘to protect 
SOctleuUvVeagalnst tne Vermin, Clank @act— 
wood" setcopyhero, ‘the-tough Saint DITty 
Harry, had to ignore the Laws, made by 
the liberals, that sheltered the crim- 
inalow aroynoldgisPhil) Gatnes also vio 
lates the laws, but it's because the 
SCOnNOMICHCOrrUpDLAIOn 1S tobal “andithe 


poor -- the nobodies -- don't stand a 
chance. 
Kael overstates the case -- especially since Gaines is not 


tEmerexecttioner himself, but is merely trying to extricate 
Trewin vanced whol! inger from ida fate which, in the context 
Othe, tilm;, 1S unwarranted. Nonetheless, in ats “romantic-— 
liberal" aspects, Hustle shares some of the weaknesses of 
Dirty Harry (which, “for many reasons, was a much better fo Lite 
GoM Least or auld a irelentless, facile) depreciation Of (almost 
everyone but the hero, and a smug failure to consider the 
broader implications of the hero's ostensibly well-motivated 
penamion. | ''Weedo all the wrong things for ails the righe 
Reasoncss wGaines’ tells his partner. (That ‘self-juctifica— 
tion, Tom Milne wrote in the Monthly Film Bulletin, "might 
serve as a motto for a film where, as the title suggests, 
everybody is busy hustling to preserve some precarious Foot- 
hold in a corrupt, indifferent world." The comparison with 
Dirty Harry is anstructive an a rather different respect 


than that suggested by Kael. Just as Dirty Harry was 
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regarded by some as the quintessential film of the Nixon/ 
Mitchell law-and-order regime, Hustle is arguably an appro- 
Pulareritihin io apipean lab the itwilaghtiiof)that! regimes: int 
See dot told , aloof, self-contained Harry Callaghan slan- 
dering liberal courts and dispatching villains without 
Flinching, we have insecure, sentimental, compassionate 
Phat Gaines bemoaning a pervasive loss of innocence and 


scrambling unsuccessfully to pick up the pieces.ll 


One of the “nostalgic” bases touched upon in 

Hustle -- through Gaines' alter ego, Hollinger -- is the 
Korean War, an event which was something of a surrogate for 
Vietnam in American films from the late sixties through to 
the mid=seventies. Such an indirect reference to Vietnam 
noo f foourses ientiredly comsistent wath Aldrich's efforts 
to create an atmosphere of betrayed confidence and loss of 
pnnocence ed becham functions testa’ farimore overt ret erence 
pouMmiwine olranexte two. films,. Dogs Day: Afternoon Vand Waxa 
Driver, both of which feature major protagonists who are 


Vietnam veterans. 


What your are, about ito see ws, Crue, werare Told 
at the commencement of Dog Day Afternoon. Directed by Sid- 
ney Lumet, from a screenplay by Frank Pierson, the film is 
based on an actual bank robbery that occurred in Brooklyn 
on August 22, 1972, and stars Al Pacino as Sonny, the prin- 


cipal perpetrator of the robbery. The film opens with a 
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montage of street scenes emphasizing the sweltering heat, 
and including occasional symbolic content: an American Flag 


Te bowered ian front, jof, the bank building; and. a woman and 


two children -- whom we will later recognize as Sonny's 
wife and family -- emerge from a theatre where A Star is 


Dorn Lovplaying.. 


A few minutes before three o'clock in the after- 
Hoon. eoONnyY) and his waccomplaces. Sal. (John, Cazale)) and 
stevie, walk into a small branch of a Brooklyn bank wield- 
ing firearms with a minimum of finesse and demanding money. 
All three are intense and agitated, and Stevie's nervous- 
ness Gets sthne better of hime he, wants to call the whole 
EnitngG ort, and leaves after promising Sonny ‘that he will 
take the subway rather than their getaway car. Meanwhile, 
the bank manager -- apparently feeling that the robbers' 
inexperience and nervousness makes them all the more dan- 
gerous -- volunteers to "get you all fixed up and on your 
Vays Ante: finding out chat, thepbank. has only) $4:..100 (cach 
on hand, Sonny, who boasts of having worked in a bank and 
seems to know his way around, sets fire to one of the bank's 
registers. The smoke from the fire escapes through a vent, 
and moments later the building is surrounded by police. 
While Sonny contemplates possible courses of action, the 
bank staff, who are now hostages, try to accommodate them- 


selves to their new situation -- taking turns going to the 
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bathroom, accepting calls from loved ones ("He wants to 
know what time you'll-be through," says one of the girls 
after speaking to her husband), and berating Sonny for his 
ivepeness ("what'd you do? | Just ‘barge in here by whim?" 
asks the chief teller. wl had “as plan, Sanmy processes. oid 


Wad da plan"). 


Soon staking matters “in hand; "Sonny “threatens. to 
Stare throwing bodves owt the door #’ )-Salassures *him mat 
ies (Or sone, sseredady tos+do justtthat =“"reinforeing our 
growing impression that Sal, with his pallid complexion, 
disquieting intensity and insecurity, is more pathetic and 
desperate than Sonny, whose swarthy good looks, inflamma- 
tory tirades, and negligible organizational skills endear 
hameco thetbank staff and“to’ the addience.* Sonmy Tectures 
ene start on the important; lesson of the  Atticarkiilvings —— 
tat tne pollrce»may Iindvecriminatebly open fire onweveryone, 
Somer sean ever noSstages "interests 7to ‘gel Mattersmresokved 
gewquickiy@as*possip lets And in®a*tetephone Nook—up: wrth 
HOPicesshe advised the -orficer in eharge, \Serqeanc Moretti, 
that he means business: "We're Vietnam veterans so killing 
don't mean anything to us -- you understand?" In subsequent 
negotiations, he demands a jet so he and Sal can go to 
Algeria, which was apparently selected only because of its 
Glimate. §(Sal’s choice of a "foreign country" was Wyoming!) 


Moretti agrees, but stalls for time, and insists on the 
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release of some hostages during various preliminary stages 


prror=to the factual departure Of sthe Feu. 


By now, the robbery has become street theatre and 
a media event, with Sonny as the principal performer. While 
sal holds the hostages at bay with a gun, for example, 
Sonny steps outside and flaunts his newly-won power before 
hundreds of policemen, television cameras, newsmen and on- 
lookers. He harangues the largely sympathetic crowd about 
how trigger-happy the police are, and insists that the pol- 
ice lower their weapons. When some of them fail to comply, 
WlLchin moments he has the crowd chanting “Attica! » Attica! 
Attica!" while he prances back and forth in front of the 
DUgLding., arms, ain the ain, conducting the whole, show. 
later, inside the bank, Sonny is actually interviewed on 
television -- conversing with the interviewer by telephone, 
while outside cameras record the video portion through a 
window. He complains about the inadequacies of his former 
Salary acla pank teller, and has inability to gel another 
job because he does not belong to a union. Meanwhile, 
Sergeant Moretti has his hands full controlling the police 
Outside: from time to time, one of them tries to take sane 
unauthorized eee ce On the sidelines, an £—.6.1. agent 


named Sheldon watches all of this silently ‘end ominously... 


In the evening, Sonny demands to see his wife, 


and the story takes a bizarre, new twist. He has two wives: 


ade 


4: ayer ea ie Acomlrancin hy adgivawd 
| Oat) weg wen 4 


ad 5 7 
irl 4 fed? sebute annand asd eats 
eL baw . PenreTreaq LaaisolIg ot ch. ray 


diana ‘tol ‘onli 6 dete ‘ved ve 


ssolet Sevog now+¥iwen BoA sinvedt bas shies 


aah baie reves ., ART ReG node vanked: saab | 


tpoda buat chieteael pian red wt 


it .: 
at 
ide ott dad¢d edaceid BOR, ois so hide ads : 
ulate of. Lee? reid, We ecee nen Sang ase Th 
‘ou ba dh -lanteca” erebapads, daar atts, warts, fr 
ait Mo sree). nb iso? bem doled eepnety ent “neem 
ei alli gatigubsce: Shei add BL: 
ns bowedy cadod ¢itepsans. ah, nine pire arta ob mall a 
atxoled «& cep henedye ape. fh Rar ROTA NES: ony, F | 
v doves! co bong ht at Nestgak penemes sbiedua) & 
ero? of lo ev iigu ee. fed suane, faiiedgnos oH oe 
tatoos inp m4 to bedsed al itliachid Jeklad avad 3, 38 Xt 
ebidvaeay «ca Nm & of sated. son, wenb ef, saueos , 
wotiug ad errs on iio hau: ebaed wir eet, ssi we i 
| gion mist o¢ onted met Ma aie .ent) 02 amid, mon? bead 
Jhape i, 8.4 pe , eee diate emt_o8 voviJald ded hestaanduani Te 
giavaeing bre, <Liombhe eBid Se he etasey) nob hed? bamen 
er ‘ 


Y Pi 


Mee ee ee dua Ynnoz prided say! al 


liad ood sat oh. ,dalvd wsp. eeetasid « naa ogee 


ener 


Angela, an overweight, overbearing, vulgar woman is the 
mother of his children; and Leon, a Fundamentally attrac- 
tive, but sickly-looking young man to whom Sonny had been 
ceremoniously wed by a defrocked priest. Leon is the one 
Sonny wants to see, and Lute eon wwe exollaitne to tine 
police the motive for the robbery. "I was a woman trapped 
iia man's body," he tells them; the robbery was supposed 
bomnet 2,500 for’ a sex change operation. Moretti tPres aco 
persuade arreLvucrancuceom cto talk to Sonny C™Don tu wou 
Bonk vol Sorteor ove it Co him*to get him out of this? 
Teaver coing itoror yours), wirtle the f.Bal.Vagent,  sheldon, 
gradually moving into the centre of things, tries to per- 
suade Sonny to give himself up -- and betray Sal. Sonny 
angrily declines. Leon agrees to talk to Sonny on the tele- 
RvoOme, oUt only tareer Morettr threatens to charge him with 
being an accessory. After a tender exchange of greetings, 
Drincipalrly concerning eons health, ‘we learn ‘that ents 
SuUMeCLCetattenpe had been, a last, 'desperate erfarte vo get 
avay =f romeoonnyes He 1s not sinterested “in “going to Algerie 
Wivieoonn ye and wte1s obvious ‘that’ he tas "calleamonly” vo 
clear himself -- Sonny discovers that both Moretti and 


Sheldon are eavesdropping on what he thought was an intimate 


eonversation. 


Resigning himself to the fact that he is going 
away without Leon, Sonny says brief farewells to his other 


wife, Angela ("Sonny -- Jesus -- I saw it on TV 9G Sandee 
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has mother’ G"r*told them you were Goldwater "in 64 )-—=3in Jthe 
convention"). While preparations are being made to take 

him and Sal to a waiting jet, Sonny -- curiously and touch- 
ingly --—“prepares ‘his’ last ‘will and testament. Of a 

$10,000 life insurance policy, he bequeaths enough to Leon 
for the sex change operation, and the remainder to Angela 
Tease onid dren.) iFinel ly, he affirms has right) scores mile 


itary funeral free of charge. 


AUMLasey ysonny and Sal leave the bank, surrounded 
by a shield “consisting of the remaining hostages. The 
foes ina. wire tras! long “since assumed command from Moretti, 
specifies that there will be no trouble on their way to the 
airport -- though his deceitfulness has been well established. 
ferris nigwvulimne, asethe tnvp tothe airport ‘begins. =Sihovon 
the drive itself is uneventful, preparations have been made 
tu™makeveure “Sonny and Sal never “board the warting jet. 

They are no sooner on the runway, when the driver of the 
car in which they are riding suddenly takes a gun from the 
glove compartment and shoots Sal through the head. "Don't 
shooct*me," “Senny blurts out ~="and in»the final’) sequence 
we see him holding his head in his hands, as if to shut out 
the screams of the jet engines, while a policeman advises 
him of his constitutional rights. The policeman's voice is 
soon rendered inaidieve by the neteer AstSatl“sebody is 


wheeled past on a stretcher, Sonny breaks down and cries. 
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The closing titles inform us that tie real =Sonmy 1s now 
serving a twenty-year prison sentence, that Angela and the 
children are on welfare, and that Leon has crossed the 


threshhold into vomanhaod 


Do guvayennkerno0n 1S, *fairetvot tall, fa splendidly 


SeCCemeni ce S FOr y that is competently and touchingly told -- 
although as usual anedirector Sidney Uumet's “urban” ‘fiims, 
the tight closeups, perspiring faces, occasional hand-held 
cameras, and Frequent shouting matches make the film far 
more intense and energetic than it ever needs to be. 
Whether the material presented is faithful to actual events 
is another question, of course, and one that need not de- 
tain us here.t? What is af immediate consequence, however, 
Pe ethe tfaect that Lynetrand PLrerson. “in tneLr entorts ve 
extract empathy and understanding for ‘a pair oT napless 
outlaws, have depicted them as victims of some loosely- 
defined but all-encompassing unhappy condition of the 
Contemporary urban United States. “1 gotiall "dese 
pressures," Sonny tells us several times. "I'mdyin' in 
here." In documenting those pressures, and in attempting 

to give the story a credible social ambience, Lumet and 
Pierson have come up with a veritable grab bag of topical 
issues, themes and postures: unemployment, problems of 
adjustment in the post-Vietnam era, citizens-versus-police, 


police-versus-F.B.I., Gay liberation, anti-Gay liberation, 
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Attica, problems of sexual Igentity., snamilial tesponsibi] — 
meee, NOStage-Laking inerdents, ands=-- not. least of all.--— 
television's effect upon the events it purports to docu- 


ment. 


Lt as Richard Combs reported in his favorable 
Monthly Film Bulletin review, "Sonny seems to have opened 
a Pandora's BOX taf volamorous urban ‘spirits which he has no 
Po yecr ecomerolling 4 Lt is not clear that Lumet .and Pier= 
son know quite what to do with them either. Though the 
"clamorous urban Spupriis! give Cie tiene loca la color .wand 
the appearance of being topical, few of them are dealt 
with in any satisfactory manner. Nonetheless, at least 
“wo consistent threads running through the film are surely 
Veant to be taken seriously: the director and writer pos- 
‘ulate an uneasy hostages-outlaws-citizens alliance against 
m equally uneasy police-F.B.I. nexus; and the role of 


pbeyvascszon in the entire atfair 2s repeatedly haghilaghted. 


The people-versus-police tension is evident very 
arrive inn the: tilm..-»Moments.atter, the, robberspare, any con— 
Bol of the bank, Victims begin, to identify or sympathize 
oh hea. captors, and, apparently come to accept the ar- 
ument (rightly so, in the context of the film) that the 
olice are more likely to kill them than are the robbers. 


fF that aspect of the film, James Monaco, for example, has 


Fitten in Sight and Sound: 
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The scenes within the bank reveal a 
knowledge of ‘victimology,' the psy- 
chology of the victims in situations 
like these. As the bank manager and 
his staff get to know the very nervous 
kid who has broken their routine they 
tend tc identify with him, to see things 
from his perspective. They slowly real- 
UZe net tiie POL Tce ‘and the lr oli ote 
TS i 


side have as‘their first priority not 
tne preservation af the hostages' 
lives but the preservation of an idsa 


of social wrder 


Not only are the victims threatened more by the police 
efforts to preserve that ideal of order, but their physical 
discomforts are also largely attributable to police -- as 
when the air conditioning system is shut down, thus aggra- 
vating some serious health problems among the bank staff. 
Outside the bank, the police are portrayed as trigger- 
happy and to some extent, inept; their every humiliation 


is enthusiastically applauded by the street audience. 


The alliance of bandits, victims, and citizens 
is an uneasy one in several respects. The bank manager, 
despite his co-operative attitude, never really joins 
Sonny's cheering section; and in one scene, after he is 
shown to be suffering from diabetes, he denounces an osten- 
sibly concerned Sonny for pretending to be an "angel of 
mercy" and rues the day Sonny ever set foot in his bank. 
Though they seem to like Sonny, and are thrilled at the 
prospect of going to Algeria, the bank staff never seem to 


regard Sal as anything less than volatile; they appear 
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genuinely frightened when they are being used as shields, 


and truly relieved when the ordeal is over. 


On the police side, the film-makers draw an in- 
teresting distinction between Moretti, the street-wise 
local cop, and Sheldon, the F.B.I. outsider. Moretti's 
short temper and shouting matches with Sonny do not conceal 
another kind of sensibility -- one that is manifested, for 
example, when he appears sincerely anxious that Leon assume 
some responsibility for Sonny's plight, while other police- 
men are smirking in the background. As James Monaco wrote, 
Moretti "knows his business and he has a sense of the for- 
lornness of situations like these. Sheldon..., on the 
other hand, heads the F.B.I. squad and is full of super- 
cilious contempt for the local cop's sensibilities." It 
must be remembered, however, that Moretti did not know his 
business well enough to avoid the entire incident in the 
first place: it was he who phoned Sonny while the robbery 
was in progress to announce that the building was surrounded, 


thus making the seizure of hostages possible. 


The treatment of television that recurs through- 
out Dog Day Afternoon is typified by two statements Sonny 
makes -- early in the film, when he says "if it wasn't for 
Pee av aye, they'd kill us all"; and later, trying to 
assuage Sal's anger about television reports of two homo- 


sexual robbers, when he states: "It's just a freak show to 
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them anyway. It don't matter." Sonny uses television -- 
Remeneavus tiaras ag Pool == but he is contemptuous Of dale 


during his interview, for example, he becomes furious about 
the quality of the questions being asked, and aggressively 
begins to cross-examine the interviewer. But Sonny is also 
seduced by television and caught up in its coverage of him- 
self. As Penelope Gilliat has written in The New Yorker; 

The bank's television, watched with a 

gold-fish glaze by the bank manager and 

Sonny alike, shows holdup men and vic- 

tims what is happening at the time it 

is happening, and this is one of the 

iovelvectuslwpoints, of~ the film: | that 

behavior is controlled and amended by 

being publicly reported. The film de- 

picts publicity affecting action again 

and again, both by making the action 

feverish and also, contrariwise, by 

Making Pe complaisant to expectation. 
PovGilliat aGmplies, Sonny is not alone, ain vhis, fascination 
Hira being part, Of a media event: after a brief biavus jon 
the outside, for example, the chief teller excitedly reports 
to the other girls that she was interviewed on TV; and even 
a delivery boy is shown preening before the cameras after 
a televised delivery,of, food.',But Sonny.appears tobe) the 
only one who believes that his stardom is of more than momen- 
tary significance. "You know somethin', people?" he says to 
the hostages before their departure for the airport. "You're 


gonna be remembered for the rest of your lives for the day 


you got held up and kidnapped. We made history here." 
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In Taxi Driver -- directed by Martin Scorsese, 
from a screenplay by Paul Schrader -- the title character, 


Travis Bickle (Robert De Niro), is another Vietnam veteran. 


hes ips 


Like Sonny, Travis comes to think of himself in rather grand- 


iose terms. But unlike Sonny, the "pressures" which Travis 


feels are not directly related to family, friends and atten- 


Geateresponsibilities -- in fact, he is psychotically lonely; 


Travis' problem is obsessive hatred of the environment in 
which he routinely (perhaps masochistically) functions, and 
his inability to find a place for himself in that environ- 


ment. 


Taxi Driver's opening shot cleverly incorporates 
what will quickly be established as the film's centrai met- 
SORUG te at is haghit., and as vapor rises, from a New York 
sewer, a yellow cab slowly, almost mysteriously, drifts 
Ehnroughrthe "fog" en route to an unknown, destination. | Pram 
that moment, and throughout the film, we are never allowed 
POmrOrgeLytiauy itor iravis Bickle, the driver or; the cab, 
New York is a nauseous cesspool of corruption, depravity 
and despaire | Ihe: city bY Night. 1s especially (a contradice— 


tion: ait exudes Warmth and color, but it is cold and bleak; 


it is seductive, but it repels; it shines and stinks. [Iravis, 


a 26-year-old uprooted, alienated ex-marine, has trouble 
sleeping nights. So he prowls the sensuously-lit streets, 


and observes with a deep loathing the human wreckage which 
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passes through his cab, cruises the sidewalks, or haunts 
thevalleys: | whores, -pinps, muggers, junkies, dealers, 
thieves, maniacs, and nhunderers. | By day, he passes ‘the 

time at pornographic movies, which he watches indifferently, 
or composes a troubled and sometimes vitriolic diary which 
expresses his contempt for the city's human refuse and 


affirms his need for "a sense of someplace to go." 


In the entire film, Travis has two major encoun- 
ters with ‘the opposite sex. The first of these occurs very 
early, when he meets Betsy, an attractive young woman 
("she looked like an angel," henwraites An his diary) whores 
working at the campaign headquarters of Senator Charles 
Palantine -- a Presidential candidate of unspecified party 
affiliation who is campaigning in the New York primary. 
fico y betsy rebuffs lravas, but hey 1s insistent )a-) goaing 
So far as to offer his services as a campaign volunteer, 
though he knows nothing about what Palantine stands for, not 
even the candidate's oft-mentioned "mandatory welfare program." 
wim isure he'll make a good President," says Travas. I 
fon tucmourabout his. stand on welfare, but J mesure it" sa 
good stand." Travis' ignorance is understandable, since 
the candidate's vaguely populist platform ("We Are the 
beop lel! isis campaign slogan) takes a back seat to his 
"image" -- thanks partly to Betsy, who feels that selling a 


candidate is like selling mouthwash. 
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Though Travis' campaign services are declined, 
Betsy develops a certain hascinatwonmet on fim, darid even— 
tually agrees to a date. But their relationship is quick- 
ly terminated when, quite incredibly, he takes her to a 
pornographic Film. obe es: ot amused, and refuses to see 
iMac ne 11S. parting, shot, via telephone is: "You're 
in hell...and you're gonna burn in, hell," and he dismisses 
her in Pee rey as beung wicold and distant like ill the 
others." Later, in his cab, he listens in suspenseful 
Silence while a customer flaunts a .44 Magnum hand gun and 
speculates in lurid detail about what the gun might do to 
various parts of a woman's body -- namely, that of his un- 


haltenrtus, wife: 


Increasingly sickened by the "scum" around him, 
and apparently depressed about the unsuccessful flirtation 
Wiaabne Beis yi. J cravis solicits help from, aifellow, cabbie. named 
Wizard. Wizard's advice is more verbose than articulate, 
and appears to only deepen Travis' sense of loneliness. 
Presently, Travis arranges a meeting between himself and a 
smooth-talking, well-groomed, trafficker in illegal arms. 
Here again, the contradictions of Travis' world are under- 
lined: the guns are lovingly photographed against a lus- 
cious background, and salesman and client respectfully 
fondle them, while the former matter-of-factly talks of 


quality and prices che contradiction, of course, is 
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between the elegant beauty of the object, andsits«crude, 
lethal function. Travis buys himself an arsenal of weap- 
ons, and goes into hard training -- including target prac- 
tice, physical fitness, and an austere diet ("no more des- 
Upoyerssoncmy@body"). /vHiss "mission" istbarely hinted at, 
but he seems determined to strike a blow against the scum 
Simthewentyess abVowethetavall causecothers-to hadlyhim 
as "a man who would not take it anymore... Here is someone 


who stood up." 


The most concrete hint as to who will bear the 
brunt of Travis’ frustration and rage comes when we see 
him stalking the campaign of Senator Palantine -- who is 
intimating that "the people" (presumably led by him) can 
deliver themselves from inflation, unemployment, poverty 
and war. While monitoring the campaign, and preparing him- 
self for his ultimate mission, Travis has occasion to 
shoot a black holdup man in a grocery story -- after which 


an enraged, grateful store owner savagely beats the corpse 


while Travis slips away. The entare scene: -- which seems 
gratuitous at first glance -- anticipates the film's con- 
clusion 


The other key event that happens while Travis is 
in training is his meeting with, and attempt to "save," a 
twelve-and-a-half year old ‘prostitute. If Betsy, 2nsher 


white dress, was an angel whom Travis would ultimately 
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EOnslLouG vo nell. Irrasy the prostitute, i6 a fallen angel 
whom Travis would redeem. Her pimp -- a "jive-talking," 
agitated bundle of muscle and energy called Sport -- sells 
mee foc, a dollar aominute. ‘Needless to say, Sport is ithe 
quintessence of what Travis hates -- "the scum of the 
earth... the lowest scum I have ever seen." Travis buys 
eine WL tne ris only) to persuade hervooeqouback Cohen 
parents and school. She is reluctant, even after another 
meeting with him, but she does come to regard him with some 


affection. 


By now, Travis has grown certain of his mission. 
NOWUel.ceewclearly,' Nhe, Writes on has drary. “My avhole 
fire nas Deen pointed in one direction. [here never has 
been any choice for me." At a campaign rally for Palantine, 
Travis appears in army fatigues that conceal a number of 
weapons; ae head is shaved in a Mohawk cut -- another pre- 
paration ritual -- and he grins foolishly but menacingly 
as he listens to Palantine speak ("No longer will we the 
people suffer for the few... We are the people, you and I, 
end ates tame to let’ the people rule”). Notosurprisingly, 
Travis manages to arouse the suspicions of secret service 
men, and he is forced to flee without Pitiig. aesnut. | his 
mission now assumes a rather different character: he 
proceeds to Sport's hang-out, and -- in a prolonged, vivid, 


stunningly-executed bloodbath -- he slaughters Sport, along 
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with an underworld figure who is with Iris, and a man in a 
corridor who is "timing" her sessions. Then, exhausted, 
dazed and bloody, Travis hold the gun to his own head and 
pulls the trigger. It's empty. He points a bloody index 
finger to his head, holding his thumb back as if it were 
the hammer of a gun, and silently mouths the sound of a 


gun shot. 


Finally, we are again in Travis' room. The cam- 
era pans over newspaper clippings which tell us that Travis 
is alive and well and has been hailed as a local hero 
("Taxi Driver Battles Gangsters"; ¥Faxi Driver Hero to 
Recover™)., Iris is back with her family -- happily, one 
gathers -- and she is going to school ("Parents Express 
Shock, Gratitude"). Travis is back on his feet and appar- 
ently on an even keel -- at least for a time. In a chance 
meeting with Betsy, who hails his cab, he is rather aloof, 
but they exchange a few pleasantries. "I hear Palantine 
Moeethe, nomination, Travis remarks, “Yes,” she replies, 
and expresses some excitement about the forthcoming elect- 
fone vl hope he wins, says Iravis.. [hen af tera brier 
exchange about the state of his own health, he drops her 


off and disappears into the cold, iridescent night. ; 


The meaning of Taxi Driver is at once self-evident 
and controversial -- self-evident, in the sense that certain 


themes are obvious, and have been noted with some consis- 
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tency by those who wrote about the film (and there were 
many who did); and controversial, in the sense that not 
everyone agreed on certain other aspects of the film -- 
notably, the worth and meaning of the climactic blood 


bath 1? 


Considering the obvious first, the film is clearly 
about loneliness and alienation in an indifferent, decay- 
ing urban environment -- "the soul sickness of urban alien- 
Selon is ithe expression, Richard Combs used an the Monthly 
Film Bulletin -- and about a man's inability to enter into 
any sustained, satisfying relationships with other people. 
Poaviseloein tne city without really being a part of) ve: 
he moves restlessly and relentlessly through its streets 
-- always mobile and never finding sanctuary. Ina per- 
verse way, he is self-contained: his most articulate, 
even poetic, moments are in his conversations with himself 
s=ri.e., in tis, diary entries. "Loneliness: is, follovingemy 
whole life," he writes. "In bars and cars, sidewalks, 


everywhere. There's no escape. I'm God's lonely man." 


But Travis is not just lonely -- he is also power- 
less. He cruises through the city, observing the things he 
detests, and is helpless to do anything about them. Dur- 
ing a chance meeting with Palantine, the Senator asks him, 
in a condescending way, what politicians should be doing. 


eateeiea ve they should "clean up this city..,1b's 1ikemag 
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Open sewer." That is Travis! political platrorn, and 
that becomes his mission. Significantly, when he writes 
i wrasenusmprior tothe attempt to killPalantine. he 
tells them he is "doing something for the government. " 
Significantly LOO, BeMe an t.M Ls structured so that Travis' 
hostility is initially directed towards a politician -- a 
man who would wield power in the name of "the people" -- 
and it is only when the assassination attempt is thwarted 
that he attacks the more proximate sources of frustration.14 
Instead of performing an illegitimate political act, and 
almost certainly bringing about his own death, Travis must 
settle for something less symbolic and more concrete -- 

and then turn the gun on himself. Scorsese and Schrader 
Ssenecompeetelling, US that Travis, ina feeble (and confused 
faves iry ing ito, relate the Specifics of -his urban hell 

to politics in the larger sense; and once making that con- 
MeEcCuLOn, he tS able to articulate his rage only “inva vi0- 
Went senintivstic way. Ironically, as Richard@ochickel has 
bored sin wlime, the ‘extracrdinary, bloody outcome "turns an 
individual who was within a hair-trigger length of being a 


national horror into a local hero." 


The thing that mediates Travis' frustration and 
compensates for his sense of powerlessness is the gun -- 
Or, more accurately, a veritable arsenal of guns. Though 


Travis has contempt for many of the people he meets, he is 
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normally quite compliant, even to the point of docility; 
in particular, he seems ill at ease and unsure of himself 
Pout vormbipe witkes <ofeSport, iris’ sipamp. Buti an has 
room, alone with his myriad weapons and trying them on for 
Size, he is a more dominant figure. Staring unto.) Mipror 
past his own image, Travis confronts an imaginary foe 
about an imaginary affront, and his voice is defiant and 
Enreateniggzae!you talkin, to me?twsYou talkin’ «to me? »Who 
you talkin' to?" He glances left and right and again fixes 
a piercing gaze on the illusory offender: "You fuck! You 
mustaebe talkin to me... Lethally armed, he practices 
his lines and plays his role with consummate skill, grow- 
ing deadlier before our eyes. The guns compensate for his 
sense of powerlessness, bolster his ego, and provide the 


means by which he expresses his outrage. As Kael wrote in 


ine sNeweyorker: )"Violence/is, Travis" only means of exprescs- 
ing himself. He has not been able to hurdle the barriers 


to being seen and felt. When he blasts through, it is his 


DOI VEvoOvnotecelilingtne ciby ithat. he 1s) theres: 


The massacre at the conclusion of the film is 
multifaceted: Itvis, perhaps, a too simplistic affirmation 
of an unqualified frustration-aggression hypothesis; but 
it is also a logical extension of the redemption theme 
which is evident at various points earlier in the film -- 
the redemption of Iris, the fallen angel, and Travis him- 


self. Additionally, the massacre is -- as Schrader himself 
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pointed out in a Film Comment interview -- Travis! attempt 
to destroy himself: 

iravassproblem is the same ag the exis-— 

Lottlcieahero. s,) that is, ‘should Ll exist? 

But Travis does not understand that this 

is his problem, so he focuses it else- 

there: and sl ithink that is a marklor the 

immaturity and the youngness of .our coun- 

try. We don't properly understand the 

nature of the problem, so the self-des- 

tructive impulse, instead of being inner- 

dire codaidon btads Wi sapan, Bunop enw amy. 

of the older cultures, becomes outer- 

directed. The man who feels the time 

mes, cometordie will ge out and kill 

other people rather than kill himself. 
While not all of Schrader's intellectual points emerge 
clearly in the film, it does convey the impression from time 
womuime tenat. linavis’ prececupation with the scum of -the ciry 
is rooted in a destructive self-loathing. His hatred goes 
well beyond anything ressembling "understandable outrage," 
and he takes no steps whatsoever to extricate himself from 
Dnes objects or his loathing: in fact, .1t might ibe sala with 


some fairness that he wallows in the scum while complain- 


ing of being unclean. He hates the city and himself. 


Pimally, one should note that, the falmis j/epilog® 
-- the segment in which Travis emerges as a hero -- is en- 
tirely unsatisfactory. Among other things, it is utterly 
incredible that the heroic treatment vould be accorded him, 
given the fact that he vas clearly spotted by secret service 


personnel during his earlier attempt to murder a presidential 
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candidate. More importantly, though, the entire sequence 
smacks of contrived irony and seems singularly out of place 
in a film that had heretofore been one of such style, com- 


plexity, and depth. 
Institutions 


The remaining Four contemporary American films 
that will be considered here involve a shift in perspective 
away from the hard-edged urban realism that is attempted 
with varying degrees of success in Hustle, Dog Day Afternoon, 
Micon hiver.. Nihetkuller bbite,) (aree Days of) the Condon, 
Endealie Une ahrestdenu Ss Menvare more institutionally joriten- 
Dede tune farst two, which, are of lesservinterest, deal) with 
the CslsA, and related matters; while the thard, of course, 
celebrates an ideal of journalism. Nashville, the fourth 
feimuot chis set, 1s also institutionally oriented.) dealing 
as it does with the American Presidency and presidential 
politics, but the film is°so uniquely complex and impress- 


HOonistuiemthat bt. is really inea class by atselfp. 


The Killer Elite, ‘directed by Sam*™Peckinpah from 
a screenplay by Marc Norman and Stirling Silliphant, posits 
the existence of a private company, ComTleg, to whom the 
Teen. sub-contracts special assignments -- principally 
those involving either the elimination of American defectors 


and “other threats to national security, or the (proteceion 
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of defectors from the (unnamed) "other side." The film's 
prologue explains, in tongue-in-cheek fashion, that the 

idea of the C.I.A. actually employing such a company is 
"preposterous," and assures us that what follows is a work 
prescott ions ithe: film itself; .as we shall see, is alternately 


preposterous and provocative. 


Mike Locken (James Cann) and George Hansen (Robert 
Duvall) are mercenaries employed by ComTeg and based in San 
Francisco. They appear to enjoy a close, if sometimes ten- 
tative, friendship, and have obviously been professionally 
associated for many years. Their assignment at the begin- 
ning of the film is the protection of aman named Vorodny, 
pmuakecCUuOrrfiromvan unspecified other country. ~Thevassign= 
ment is astonishingly and violently terminated when Hansen 
nupeereeVorodny and turns the gun on his erstwhile partner, 
shooting Locken with the clear intention of crippling rather 
Bhanekillang hime’ ."You've just’ been retired, Mike," Hansen 
announces with a hint of sadness and regret, and leaves the 


scene. 


While recuperating from his wounds -- a process 
that is depicted in a lengthy, detailed, and very effective 
sequence in the film -- Locken is visited by Lawrence Weyburn, 
ComTeg's division ener, and Cap Collis, the district» super- 
Visor. They inform him that George Hansen sold out to some- 


One who "made him a better offer." Locken, notwithstanding 
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his insistence that he will be coming back on active duty, 
Pov OulNtnatwne 1s) finished, and will be awarded 4a full 
Gesabilicy’ pension for his troubles. Though Weyburn is 
euvleast sympathetic to Lockeh's ‘plight, Collis is down- 
Pight hostile; in a later encounter, Collis taunts Locken 
poOUtyhis In jUTIes, assures him that “heroism is, olde] 
fashioned," and warns him against attempting a comeback. 
pOnecneless, With surgery, therapy, martial ants, training, 
sheer determination, and the tender care of a nurse, 


Locken pulls through and recovers. 


It transpires then that a certain "Asian politic- 
fate Uivenechtng,, iS visiting the) UnutedgStatess Jihel@.1.A. 
has contracted with ComTeg to have Yuen protected from a 
team of Japanese assassins augmented by none other than 
George Hansen. Weyburn, upon hearing that Hansen has sur- 
faced, orders Collis to give the assignment to the now- 
recovered Locken, and to allow Locken to choose his own 
"team." Locken is told to keep the Asian alive -- not 
least of all, one gathers, because it would be politically 
untidy if he were killed in the U.S. -- and to "tag" (i.e. 
kill) the treasonous Hansen. His team includes Jerome 
Miller, a younger man who appears to adore guns and who had 
been dismissed by ComTeg on the grounds that he was a 
"psycho, " and Mac, a stocky garage mechanic who had also 


been employed by ComTeg before leaving in apparent 
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disillusionment ("Ll used’ to think what I /did was nice and 


necessary. What did I know?). 


After one of several violent confrontations with 
Hansen and his Japanese associates, Locken, Jerome and 
Mac take Yuen Chung and his entourage (including a daughter) 
to a dockside warehouse, where they are to be held pending 
their departure by sea the following morning. While all 
this has been happening, Weyburn has grown increasingly 
eonvaneed that (Collis’ is in League with Hansen. Partly 
because he wants Collis "smoked out," and partly because 
he wants unfinished company business taken care of, he 
lets events take their course, helped along by a little 
fenepw lation, onchis: parts Collis,asialdoved, Cor infierm 
Hansen about the location of the warehouse, but during 
the ensuing confrontation Hansen is killed by Jerome. 
Locken's feelings about Hansen, his former partner, involved 
considerations other than simple revenge, and he seems gen- 


uinely distressed by the killing. 


With Chung still safely in custody and Hansen 
dead, there remains only the final rendezvous, when the 
Asians will be transferred to a boat that will take them 
Gli or thewl<s. But Collis has other things ani mind. ine 
rendezvous is to take place aboard a ship in a naval "moth- 
ball fleet," and Collis makes sure that there are virtually 


hoards of Japanese lying in wait for Locken and his charges. 
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The final confrontation is absurd “colorful, sand almost 
Furteaine ey thertaines tt sis) overs Jerome is dead, as are 
most of the would-be assassins, and Locken has paid Collis 
Dackein kitid’—-— by) "petiring’ haimiwith criappling.qun fire. 
With the unpleasant work now completed, Weyburn arrives on 
the scene and, with some satisfaction, offers Locken the 
job Collis has just vacated. Disillusioned, Locken de- 
ceuness ncotead,. he and Mac opt for the open sea ‘and parts 
unknown, in a yacht Collis had used in an attempt to buy 


him Ott 


With its convoluted plot, and stylized violent 
sequences, ihe’ Killer Elite isso comically unreal in 
DHaces= that at. comes as no SUrPrise that some; of) ats more 
serious overtones were overlooked. At one level, of course, 
the politics of the film are rather obvious and may be 
Summed Up. elhmthe words /of Lom Maine in the Montini yihadm 
Bulletin, as "fashionable cynicism" -- about the C.I.A. 
political ideologies, and even human nature. At another 
level, however, the film's fashionable, shallow "anti- 
C.I.A." content is invested with Peckinpah's own sensi- 
bilities -="a concern about individual survival in the 
face of organizational imperatives, and an affirmation of 
"nrivate" values and private codes of honor over publicly- 


stated, manipulatively-used larger allegiances. In The 


Killer Elite, George Hansen's ultimate crime, and his real 
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tragedy as a man, is his betrayal of his 'friend’-- not his 


Deteayal off Gomiegtorithe EY I AY 


emt ilmebakes: a sdimvview ofthe. Cal saw oN ar 
which ComTeg is an obvious surrogate -- but unlike others 


of its ilk (including Three Days of the Condor, which we 


shall consider presently), it never raises questions about 


poemocratic Control "rand 1€ does not score, poants about 


alleged C.I.A. methods. Peckinpah seems more concerned 


with the impact of the organization on the individuals who 


Ssorpve at, tiianoWith the Validity or propriety of, ‘the on 


ganization itself; and he consistently eschews any preten- 


sions of sensational revelations -- which would have been 


opportunistic -- in favor of an examination of the damage 
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wrought when men yield to a morality external to themselves. 


hundanentta Div; thie Kiblen Blite 1s about what Nrgei 


Andrews, in Sight and Sound several years ago, called 


the central concern of Sam Peckinpah's 
work... the conflict between survival 
and individualism:... his_films embody 
ung roheum ss tories: and characters "a 
tension between two ideals of funda- 
mental value which remain perversely 
hard to reconcile.1>5 


The survivors, in this context, are those who, like George 
Hansen, are opportunistic enough to make whatever comprom- 


ises are necessary. The individuals are those who, like 


Mike Locken, are clinging to outmoded, "old-fashioned" 


ae 


paul) ay we ‘iit ¥ie, Yo ices 


Heateaora enum caged deqotaige' valoda hel 
tu alesot’vtbed afd o@ eoltasrangis edd 4 ‘seek a 
~to eft VO VbeiTgose tH ibitey anit daae need eae 
aaa 
eee ty Luo! Mok te es anolja laves tancdhdesnes 


suaiay odd to mo ttenkweny th, Focpavel, 92 Se OL ee es 


ree? 


cieawade of betadma wil Seven ead Glaky geminata 


sone? aapl ile sscntd e2@ ¢feodrag aids rk cu 
Scihialee aAviet 4 bw sien of ppons oi daknudsegae: o1s “ _ 
hit hasty vee ote eloubtvabnd eat ‘eaeestaen ous sank : 
“bytoL aim pio” »babam@sun 09 ertostia nna! ynbigod om 


Kot deel sutiar saven J >t ynasong? 
ete adnieq emda son ago sf he: “ ed 


Joie Suede «4 406 sat hi9 oat vehLs fonebrw) 
elias »oge oteny degavee pus bee dg ni 1208 


A Widens ee) oe 


1.0 otto ware jnbb 5 ie.8 pty 


ae best) luc +9 sdaporigs suatede ta: ei 


ie seagate mia seal erasure) 


we g'. 
noe ee ae 


r 


wns awetieee ulinedvieroo ved) Ham ets begs? 


‘degohideet. war IW. caennes Yauhie add: , ; 
jauvivigce acewsed da4fInco ofd ...47089 oe 
ghodaa vets d ated ans twetlopbaeviond: vs 

os spedtceseta bow dati9te tkedd 

~siay Vd eleeti ows oaevted, notengde) 7) 4 

Hieeraenta ohume1 daide sulow ig jdosm 
2 .elisneses oF Dann , 


ry 1a 7 


wate 


netions of heroism and loyalty =~ not to a COUHET YY DUT tO 
a code of personal honor. As Kael intimated, in her New 
MWerker Tewiew, Peckinpah’ s* moral thrust? int The) Killer 
Elite) is based’ "less* on whiat’ his) characters® do’ than on wh 
what they wouldn't stoop to do."6{ ocken would not stoop 
to become part of the organization machinery -- either as 
a basically decent, burnt-out cynic like Weyburn, or as a 
completely amoral chameleon like Collis. When Locken and 
his friend, Mac, sail away on a yacht at the end of the 
Film, the choice they have made is beautifully visualized: 
on the battleship that was so recently a battleground are 
Weyburn, Collis, and the corpses of hoe who died in out- 
rageous, mindless combat -- “cleaning up a little office 
polities. “Veo Macy put 2t yon the yacht™are Locken: andeMac, 


whose personal relationship has transcended their commit- 
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ment’ tio the various: systems that compete for their services. 


Pretorialiy., Peckinpah of fers’ thes perfect wetaphor Tort his 
movie -- indeed for many of his movies: on the one hand, 
pove- of dead! battleships. rigid ,-' repetitive. shapestin 
cold. Mifeless steel; on the other hand, a sail boat 


bobbing in the water, free, unique, and elemental. 


Finally, one ‘should note.'‘that in’ terms ‘of the 
scripting of the film, Mac, the mechanic, emerges as the 
spokesman for the film's political point of view -- de- 


nouncing all "power systems" as the enemy of people like 
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Beeren rand iyamse bree Mey rev allitryin') to hunt ‘you, 
Nike,“ he ‘says “at- one point... "They use glys like’ you. 

All the goddam power systems -- all the big shots with 
their gin-and-fizzes. There's not one power system that 
cares about civilians... They need guys like you to do 
their bloodletting while they're busy making speeches 
about freedom and progress." If Mac's diatribes are rath- 
Srteo explicit and, pav,, to ‘say nothing of Long-winded, 
the "Asian politician" whose protection is the occasion of 
so much bloodletting in the film remains an enigmatic, 
poorly-defined figure throughout. “One| gathers that he is 
a liberal democrat, in as much as he is determined to lead 
a non-revolutionary political opposition in his home coun- 


try; and he seems undoubtedly courageous. Beyond that, 


he remains -- in the words of one of too many cynical 
Characters in the film -- “just another ambitious politic- 
jane’, Av the same time, 10° seems consistent wath Peckin-— 


Has ethemelthat. the tlm as more concerned wath eWocken ts 
individwal ethics, than with the details of -the Astan 


pol EVO an Ss. progr am. 


Thotiqh veeas stylistically more vopurent seiran ine 


Killer Elite, Three Days of the Condor is plotted in a 
somewhat similar fashion. It too is about the C.I.A., and 
it too highlights the activities of an innocent hero 


caught in a web of inter-organizational intrigue that he 
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does not fully comprehend. By way of contrast, Condor's 
hero is not a professional field agent, and he is more con- 
cerned about some of the larger issues raised by "the 
company's" activities than was the James Caan character 


arene Killer Elate. 


inewhecovotiwhree: Days Of tthe Condor, 1s aloe 


Turner (played by Robert Redford), an aspiring writer who 
is currently in the employ of the "American Literary 
Historical Society" -- a New York-based C.I.A. sub-section 
involved in the analysis of espionage and thriller liter- 
ature for possible security-related information. the 
mechanics of the operation are never satisfactorily ex- 
plained in the film, though it 1s made clear, that, Turner 
(whose code name is "Condor") is onto something when he 
notices that a book that did not sell very well was trans- 
lated nonetheless into a surprising variety of languages. 
Little does he realize the consequences of that discovery. 
One day he leaves work by an unauthorized back exit to get 
some food at a nearby diner. Believing that all members 

of the sub-section are in the building, a team of assassins 
headed by a Mr. Joubert (Max von Sydow) murders all Turner's 
colleagues. When Turner returns to this appalling spec- 
tacle, he quickly realizes that he too was meant to be 
killed. In a state of growing paranoia, he takes to the 


streets, suspicious of everyone around him and determined 


LE 


a aghne dD) deaysnea Ip ev By 
“aia atom wh. oe bits Eo bist? Aantheds 
ais” vt bopser, wvdsek aepist, eit a 
sstossedo wan? eetal gid, ga¥ “a peli 


er ; 
oleae’ gehoinae ives » thre tien edu ei ona a 


(O08 FS npaluerA” afd. Yo valgus add ai dn ray rw 
vous Ad Repedadel oe a == “nyse | ; 
atl sacle tne apecoiges to sieylane als ay 


writ arLoendo tas bata horoyss OSE: “pfekeaoq a« 


1 
(iivotou ets as TaVGt oie nol Jexaqo ane wo as “tf 


rnkvs deft onake abe o@t 24 Apveds eben ond ait \ber 
ao 
ad ase bike aden x! (ao bna at no ghoo a8 


avy Yfae yone i feR ton wb tend. good . dans ‘eenks 


~aviere a 


succinyl Vo yisirev priénisgtys 4s che Sul tanhiared sok 


sisseit fedd TH eaedeupdence oft anilaéa ef. we0d era . 
a 


jay oF Stve Sood tesitonjuan me <a dgow savael an eb 
. 


svedmem tle Aeris galvet tad -tenib ydaten 2 je boot aoe : 
entanaees YO mest » 1 teen eid AL eve nol sobe- due. oid sus q 
a irantul dfesuehooe Cudtyd ney owt) tanduol 43M a) xd babe at 
-segeignl tteagqe «it? od anaudet venset. nell), ssavopaitios' 
si a Anmue 25u vod of add essttees, viAokup od ahead 
attoe, ound et ,cloneteq grtvowy Yd tade a at). het lia 


ps vtmagedah (ben aid houovs eitiqgisve Ja ayolalesine \sdoatde 


to trust no one until he finds out what is going on. 


Turner telephones the organization's Deputy 
Director, Higgens (Cliff Robertson), tells him what has 
Moppenedweand tacists ‘on bering) "brought, ane "lim not a 
Field agent," he says earnestly, "I just read books." 
Higgens, after confirming the murders and scolding Turner 
for being in violation of security procedures, assures 
him that the head of his section -- a man named Wicks -- 
will see him safely "home." A meeting will be arranged 
with Wicks, who will be accompanied by a close friend of 
Turner's, as further assurance that everything is above 
bporapa. but it sot. As soon as “Turner *is“witiin*range, 
Wicks opens fire on him, and murders Turner's friend at 
point-blank range. Wicks himself is critically wounded 
iieene exchange or gunfire with Turners | Te wisVehen made 
to appear that Turner is acting in bad faith, thus isola- 
ting him further from his erstwhile employers and deepen- 


ing his mistrust of them. 


With nowhere "to gor and io “One fo Lurn to, wurner. 
"randomly" selects a woman shopper (Faye Dunaway) and for- 
ces her at gunpoint to take him to her residence. Thus 
begins a lengthy sequence in which, all too predictably, 
Turner and the woman, Kathy, grow increasingly fond of one 
another -- she becoming less a bound-and-gagged kidnap 


victim than a willing accomplice. She helps him fight off 
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and kill a murderous fake mailman, and helps him confirm 
the identity of Higgens so that when a meeting is arranged 
with him, Turner can, be sure he has got the right man. 


Despite his growing affection for her, Turner never fully 


trusts Kathy -- he will never completely trust anyone 

again -- and ultimately they go their separate ways. 
Meanwhile, Turner -- stalked by Joubert and under 

SGcoveEno ec Loud sor Ssuspaci1on by the C.lsA.. -= has begun; to 


unravel some of the mystery. In the dead "mailman's" 
pocket he finds a slip of paper with a telephone number 
Otel ve rmontbanent Imports; Be’ pseWicks” numbers * Wicks 
was the man to whom Turner's sub-section reported, and the 
man who had tried to shoot Turner earlier. When he relays 
this information to Higgens, Turner is told that Wicks 
himself is dead; he had been murdered in his hospital bed 


while recuperating from the wounds Turner had inflicted. 


After the dead "mailman" and Wicks are found to 
have worked together before, in the Middle East, a further 
link in the chain is established, this one involving 
Lenord Atwood, the C.I.A. department head responsible for 
Middle East operations. Surmising that Atwood is operating 
Meth To we within the. Cl..." >--. an organization, within the 
larger structure, but independent of it -- Turner sets out 
to find why. He goes to Atwood's house to confront him 


with what he knows, but they are both surprised by Joubert. 
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Astonishingly, Joubert kills Atwood, the man for whom he 
had been working, and the one who presumably had ordered 
Pwemulrcder O01 Urner and Mic col leaques. 7 lt turns Out that 
Joubert, a cold-blooded professional, had been re-hired 
Peewee! Leulcimacve. 'E.1.A.. to kill Atwood once the Patter 
was flushed out by Turner. Now, Joubert warns Turner 

that he has become an embarrassment and an inconvenience 

to the company, and advises him, for safety's sake, to 


leave the United States. Turner cecil ine se 


There remains the question of what Atwood and his 
people were up to -- what was so important that all the 
killings were necessary. Turner gets some answers from 
Higgens during a final sidewalk confrontation. The 
C.I.A. had prepared contingency plans to raid the oil-rich 
iuddle Pact countries., Higaens insists (on calling (the 
proposals "games" rather than "plans," and assures Turner 
that the company would never agree to actually do such a 
ening, at Jteast unot while “all this heat was ion” -- a ref— 
erence to the then-current exposés of C.I.A. activities in 
the United States and abroad. Atwood, however, took the 
Games seriously ("He was really going jtovdov itt"). and at 
was Atwood's covert network that Turner and his colleagues 


had discovered. That's why they were killed. 


Turner professes astonishment that such plans 


existed in the first place, without public knowledge, con- 
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sultation, or debate, and seems to regard the emergence 

of Atwood's group as a logical consequence of so much 
SE€Crecy, paranoia, and mistrust of open deliberations. 
enovood is jyou," Turner tells Higgens. ‘"“He's all (you 
Gye nd gaqens ardues,/in veffect, that, the C.1. A.) was 
taking anticipatory action that was in the public interest 
-- that if the public were aware of the serious possibil- 
aty of fuel shortages in the United States over the next 
several years, the public would want its government to 


prepare for just the kind of response that had been under 


Conervderacion. | VUurnen 2s unconvinced. “What do you | think 
the people would want us to do?" Higgens challenges. 


mAskythen, | says Turner. Panally, ihe tells Higgens’ that 
he has given-the whole story to the New York Times. 
Higgens is angry and contemptuous. They have been walking 
Pelmciic une. and are) JUS, OUtcide the laimes bua kding 


during the final exchange. “How do you know they'11 print 


fin snogencuacsks.. hey e hl print <1 t,°) Wupnersrepldies: 
Higgens repeats the question: "How do you know?" And the 


falm ‘ends on a freeze frame, with Turner outside the) times 


building, looking hopeful and anxious; also locked into 


the composition is a sidewalk Salvation Army band. 


The word that most readily comes to mind when one 


reflects upon Three Days of the Condor is "fashionable" 


-- not necessarily in a negative or highly critical sense, 
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but as an adjective that is suggestive of the general 
neod-and anpact or the film. Its then-topical themes 
foleA. plots! and colnterplots, oi! shortages, the sub- 
version of democratic processes), its commercial treatment 
(violence, romance, and a dash of self-righteousness), and 
the suggested conclusion (the free press will expose the 
miscreants and save the country), all conspire to give the 
Penh rair Of, concerned liberalism that, is ‘dramatized: in 
an exeiting, glamourous way. The film's liberalism is 
never more carefully delineated than in the portrayal of 
PNeecepiraltcharndoler, whOeis. so, very.definitelysingthe 
Cini. modtenGbyoL lik «not, only.doesphe) wearyblue jeans to 
work and ride a motorcycle, but it is made clear that he 
Heeontyabadingahiswtime.in the employ,of, the company, pend-= 
ing an altogether more "respectable" career as an author. 
lronacally,,;however,,.furner’s own attempts to disassociate 
himself from C.I.A. activities -- his repeated protesta- 
tions that he "just reads books" -- are ineffective when 
his book-reading is the very thing that opens the Pandora's 


box of violence and death. 


Notwithstanding its stylishness (a word frequently 
and not always favorably, used by critics to describe the 
film), Condom at. theavery, least) attempts, to raise a politi- 
cally-relevant issue or two. The entire question debated 


by Turner and the C.I.A. Deputy Director as to whether such 
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an institution has a responsibility to act in what it 
nknows"tovbe ‘the public interest, though the public may 
moUlrealizeyittyet. Wis vansopeneinvitationetocaudiences ita 
reflect upon a matter of far-reaching implications -- es- 
pecially if one were to extrapolate to other areas of 
government planning. Audience response to the invitation 
Mavebe Targelyworhentinely passive, buUtsttisis rare an 
popular films that audiences are so openly confronted with 


such questions. 


While some observers have taken pains to point out 


that Condor's ending -- Turner wondering if the Times will 
DeiMueile Story —— 1s inothing but) a builtin traiter for 


All _ the President's Men (in which Redford plays Washington 
Post reporter Bob Woodward) it can also be argued, as James 
Monaco did in Take One, that the ending is a further indi- 


Catron or director Pollack 's 


serious political aspirations. We 
wait to see how Pollack will handle 
them: if hero Redford wins, then 
the af ihm wall bextelling sus, ;to “go 
hindvour own neroess; if he loses, 
then we'll get the message that 
FLomeing the CLA) as futile.» Buc 
Lorenzo Semple, Jr. and David Rey- 
field have come up with a very so- 
phasticabed twist for, theyend,of 
the film...which avoids both those 
Pitta biasand *theows +the,po hits carl 
question right in our Japs. (Con- 
dor's a masterful combination of 
explozcation, thriller, and 
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The question to which Monaco refers is not whether 
Crealamest will print thelisitary, ibutiwhether the) public 

will believe it, and accept the free press as the "savior" 
of the system -- thelatter theme being clearly suggested 

by the Salvation Army band which is visually prominent in 
the final freeze frame, and by the film's otherwise unnec- 
Ssogrymcenristmass setting. In-ithe context? ofthe film che 
answer to the concluding question is left in some doubt; 
but in another sense audiences can be presumed to "know" 
the answer by virtue of their massive exposure to Water- 
gate and related scandals... From that perspective, the 
faim is ending Ws) ino) moresiprovoecativerthan astening to ‘the 
farsi hal fmorvatcwo- line) commereial yamgie,: iene sponsor 
can rely upon the: alidience) to psychoiloigicallyicomplete the 
fingLe with there ard liareiseconddlune.cacdihoughy. Pollack and 
his screenwriters may mean to provoke audiences, the effect 
may be to merely reassure them about the "message" of Water- 


gate and related events. 


One aspect of Three Days of the Condor that seems 


to very clearly date it as a mid-seventies American film 
Heethersence sof (paranoia that pervades 10.) “indeed withe 
Globesanautall’s Martin Knelman, for one, Wentiso tar as 
to claim that Condor "demonstrates how paranoia has become 
a central myth in American mass culture," while Pauline 


Kael (in The New Yorker) underscored and criticized the 
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film's presumption that "the enemy is omnipresent and 
essentially invisible. “There's no solution to the mystery. 
The message is that the past was corrupt and there may not 
be a future." In a surprisingly perceptive comment, Urjo 
Careda, wWratving inkMaclean’s, got’closer® to? the’ root) of 


the film's ostensible timliness when he argued that the 


conspiracy-paranoia axis in films is 
now enormously profitable because it 
is so hugely persuasive, with so much 
corroborative evidence available. It 
also provides a neat solution to the 
Old problem of a thriller's loose 
endcws wovaney wPollaciais, f i im,: if or 
instance, generates an efficient, 
fairly mechanical excitement, but at 
tie -cCOre is incohnereni. ' Today, “the 
lack of logic within a movie seems to 
provide it with a more authentic, even 
documentary flavor. Audiences no long- 
er expect to understand events; we now 
assume that our rate of comprehension 
will be at least one conspiracy away 
fromthe? reality: 


ince reseimaly, Kareda's: opinion (1s consistenk) with) 4 view 
expressed by Pollack himself, in a Film Comment interview, 
when he talked about the notion of a subversive C.1.A. 
group planning an invasion of the Middle East: "We 
thought it was a really wild idea until we started to read 
the newspaper headlines while we were in the middle of 


shooting...” 


Notwithstanding the various broad and subtle allu- 


sions to Watergate in several of the American films in our 
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sample, the definitive Watergate film -- and the most 
thoroughgoing homage to the role of the press in dethron- 
ing Nixon and his associates -- is, of course, All the 
President's Men. That film went into release approximately 
six months after Condor, and featured Redford as Bob Wood- 
ward, and Dustin Hoffman as Carl Bernstein -- the celebrat- 
ed Washington Post investigative reporters who were instru- 
mental in bringing the ramifications of the original Water- 
gate burglary to the light of day. Woodward and Bernstein 
eresalso the authors of the book’ on which the film is 


based. 


Relative to most of the films we have been dis- 
cussing, All the President's Men is importantly non-fic- 
tional: actual events and real people are depicted, most 
portrayed by actors and actresses, but some appearing as 
themselves, as when former President Nixon is seen in 
several excerpts from television news footage; and in 
dramatizing the material, the screen treatment stays very 
close to what are generally recognized to be the facts of 
thes srtuattrons “Aw second, and related,’ aspect of =the” faim 
that makes’ it Unusual in our’ sample is" the fact" that ’the 
broad® outlinetor= the story is, to say, themwvery.teast,” far 
more familiar than what one finds or expects in more con- 


VEeneELoOnal= ection films. 


The movie opens with an extreme close-up of type- 
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writer keys hammering out a date on glaring white paper; 
tnersound tor the (keys .straking the jpaner sis amplified, and 
enhanced "in such a way.that-it could be mistaken for ,gun- 
five. Hothen. omea inewsroom television, screen, we see Nixon's 
triumphant arrival uo, deliver jthe: January lois Stat okotuehe 
Union address. TJIhe scene fades to black,.then fades in 
again for a dramatization of the Watergate break-in (the 
burglary of the Democratic National Committee headquarters 
in the Watergate building complex) that had taken place 
anoint Gevieh, months earlier, son June L7,) 1972.) What they fiim 
covers is the investigative work done by Woodward and 
Bernstein during: that critical seven-month period. Though 
mict of thas material aos too well. known. to) require :detaaled 
explication here, a summary of the events depicted (or 


alluded to), in the film wall “probably (prove-hetprul. 


PhesWatengate burglary) 1s terminated invprogress 
andifivetimalessuspects »arewarrested, after thein)activitaes 
have been detected by an alert security guard (Frank Wills, 
who plays himself in’the’ film). ‘Theughithe) fiveymenywere 
carrying sophisticated electronic surveillance equipment, 
coverage of their Saturday morning arraignment is regarded 
as a routine assignment by freshman Washington Post reporter, 
Bob Woodward. His suspicions are aroused, however, when he 
finds that the five men have their own legal counsel -- a 


"country club lawyer" -- and when he learns, during the 
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brief court appearance, that one of the five, James NOC OT Or 
Once worked for the C.I.A. While Woodward is writing his 
story back at the Post newsroom, he is irritated to discover 
that another, more experienced reporter, Carl Bernstein, 

ids taken van interest in the case. “Eventually, of course, 
ENewCWOVaTe jOintimMc-assigned to the story, and come to res-— 


pect and like one’ another. 


Their initial investigations show that one of the 
burglars has connections with E. Howard Hunt, another former 
C.I.A. operative who has also been a White House consultant 
and is currently an associate of Charles Colson, the Presi- 
dent's Special Counsel. It appears,» too, that huni was, mo 
ordinary consultant, but. was involved in various! political 
intelligence activities that included an investigation into 
Eheworivarce Life, of. Senator. Pdward, Kennedy... stiladaunicertain 
about where their story is taking them, Woodward contacts 
any important administration official -- known) only “as, "Deep 
Throat" throughout the book and the film -- and arranges 
EHC ticsl on what. Wild, besa SeTies, Of “Secret meetings win 
an undergound parkade. Deep Throat refuses to volunteer 
the apparently considerable information he’ has about Water- 
gate, but he agrees to act as an unnamed confirming source 
for the two reporters, and promises to keep their investi- 
gation on the right path. And he does give one piece of 


advice freely: Woodward and Bernstein should "follow the 
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money" -- i.e., trace the funds that were used to finance 
thetburglary anditoipay ithe vlegal “fees of the five *st's— 


pects. 


in Florida, where the burglars had beén based, 
Bernstein examines bank records that were subpoenaed by 
Doiwrce. and hands, iamong other things; that a’cashier's 
cheque for $25,000 payable to a Kenneth Dahlberg, had been 
deposited to the account oF bernard) Barker, tone (of suhe. bur 
Glars. Dahlberg, they discover, is the Midwest finance 
chairman of the Committee for the Re-election of the 
President, GGaork.h.e Hrivarilably referred: to? as. "Creep™). 
When Dahlberg is questioned about this, he claims that the 
cheque was one he had turned over to Maurice Stans, the 
patwonal) finance ‘chairman ‘of -C.R.P.°*-—an “allegation ‘thar 


clearly raises the possibility that the burglary had in 


B22 


fact been financed by the President's re-election committee. 


Pollovang up the Stans connect ion -— With soe 
tips from Deep Throat and with \the reluctant assistance of 
a former C.R.P. bookkeeper and disillusioned former Cura. 
Treasurer, Hugh Sloan -- Woodward and Bernstein are able to 


Pontairm the existence: of a secret, illegal) fund at C.k. FP: 


headquarters. The fund was used to finance political "dirty 


tricks" or "covert operations," including, of course, the 


Watergate burglary itself and the notorious "Canuck" letter 


that had had such a disasterous effect on the primary campaign 


4 ‘ vy “i vi : 


cS 


seus der’ aT 3 ee weer + it 
ehh ew ay ‘iad ave - 
i | Ahern aly _ i peal 
seond voged bed erelpied ant iene yabhan ds oat 
i hes qeaniigs ors. ad CECELL. awd: wen bnaneh 
‘aitviees e dete donkth <Sadnanern OOAKT BAH iy "3 
brat? cueiaiace nfeonen-@ ag sigevag a0, 2st 40% au 
sa) *e ane , ear twe nianaae 46 Shuepas, ont oy be 
shanti? Year ond #4 4 soveneibd yerns igscsalea? 
jet to oo) doSeees GAs deh e833 Feaed orl 16. 
Clpeeag® ea i Cocee ed Cartavar 4.3) 4.0), a 
vy heh aniwlo 6A . kat Sate banal saeup- ‘al viet 
wit ,oopte @4icveet op ta90 binaws bart eA ‘pho ‘ 
Juyid novia ia aed CRE 'Fe: oamitiads erry le 
ly) Gent Westatudt ond Gade Val Tidieteq aay guelet ‘tik 


Liddthinns nvegselacdy wiavab ies’ odd ed Beonantt jen Le 
F? > J he 


eumc' Md iw, ar I a liah a ons sz end aus pizwcktoy | a 

te goneiniens IoMiMeey e od ddiéw. ne Shosal qoo0 non = 
AD seme pa rieniat Beat bee srueationd TAs? hak 
vd aide Nae at setiiaiile bvia banwboaw ~« paale gall aa th 202 
Yond, 2h td Sagekta regres 5 he sonasaixs ond \maetns | 

che ht tnata hein nonanh? oF a BBY baw) ant Amans au an 


wit ,se2e00. Jo aii idiot ncnic # ble Bln 


+ 
7 a 


OZ 


of Democratic Senator Edmund Muskie. The reporters even- 
toa Pear that. tne und) Was: controdsledebyul JReiP sof fie 
jals Stans, Jeb Stuart Magruder, Herbert Kalmbach, and 
Tone gonuer chan JohneMacchied ly, (ChiReiP ivcampatilany director 
and former Attorney General of the United States. Aston- 
ishingly, Woodward learns from Deep Throat that the chain 
of evidence goes beyond Mitchell, ‘an assertion that lends 
further weight to what they had been told earlier by Hugh 
Sloan -- that the committee was not an independent opera- 


tion, and that everything was cleared with the White House. 


WarLtousr indicators now point to Hoek. taldemani, 
the White House Chief of Staff whose power was believed to 
be second only to the President's. Though it appears 
Haldeman may have been the fifth man who controlled the 
Pieveqale fund at COR. P., Woodward and Bernstein Ihave troubie 
Eontirming this with ‘their sources. Sloam will say only 
that he would have "no problem" if Haldeman were named as 
the fifth controller of the fund, and a Justice Department 
official is equally*ambiguous invhise "confirmations." yy The 
two reporters write the Haldeman story, but they erroneous- 
ly feport that Sloan! implicated Haldemani during secret 
Grand Jury testimony. When Sloan himself publicly and em- 
phiatically’ denies’ this, the Post's entire’ Watergate, cover- 
age is in’danhger of being discredited, not) least ofiall_by 


White House Press Secretary, Ron Ziegler. Woodward and 
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Bernstein try to find out where they went wrong. Sloan 
finally admits to Bernstein that the reason he had not 
mentioned Haldeman to the Grand jury was that, he had not 
been asked about Haldeman -- a clear indication of how sus- 
preiously limited the “official” investigation had been tc 
that point. In other words, the Haldeman story had been 
technically incorrect, but substantively true: Haldeman 
fa owe wha nen? COMeCCOlLer, |) \bn a dramatic confrontatlom 

with Deep Throat -- Woodward angrily exhorting him to stop 
playing games and tell what he knows -- the substance of the 
Haldeman story is again confirmed. And astonishingly, Deep 
Throat warns Woodward that he and Bernstein's lives are in 
danger: He also fills Woodward in on the extent of the ad- 
ministration's attempt to cover up the Watergate affair -- 
a cover-up which, he says, involves the entire U.S. intel- 


iagence community, ancluding the F.eB.1. and they Cl... 0A:. 


In the final sequence of the film, Woodward and 
Bernstein are in the empty Post newsroom typing their 
Sstporaesue “tas Vanuary,. 1L97S5’ and the Pidmenas comer fut 
Circle, “A > television set shows Nixon being sworn ‘in’ for 
his" second term of office, pledging to preserve, “protect 
and defend the American constitution. Ultimately, the 
sound or a band playing "Hail to the’ Chief “and the noise 
of a 21-gun salute are gradually overtaken by the relent- 


less hammering of the typewriter keys. The scene then 
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dissolves to a teletype machine which rapidly chronicles 
subsequent developments in the Watergate story up to Nixon's 


fPesrdnarroty On AUGUST (9.6197 4:, 


No plot summary can do complete justice to a 
film, of course,and the foregoing must be tempered by at 
least one broad, qualifying observation. All the Presi- 
dent's Men is not really that neatly linear in the presen- 
Parvo, tS story: “director Alan J. Pakula, andshis 
screenwriter, William Goldman, try to show in some detail 
the frequently tedious methodology of investigative re- 
DOLELNG, .cO.-ehiat in many ways the film is not :so. much about 
the Watergate story as it is about how that story was 
pieced together. And in documenting that, the film-makers 
go to great lengths to create both a credible newsroom 
ambience, and a sense of the political climate in which the 
story is set. To cite one very general example, through- 
Cue tne trim the reporters must subject hunches, sno0Les, 
stories, and hypotheses to the scrutiny and criticism of 
watchful superiors, who are sometimes nervous, always scep- 
tical, and frequently -- but not invariably -- encouraging. 
The most prominent among these is, of course, the Post's 
formidable, larger-than-life Executive Editor, Benjamin 
Bradlee (Jason Robarts). Bradlee and his associates have 
good reason to be cautious: the period covered by the film 


was one of peak popularity and power for the Nixon adminis- 
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tration; the President's appearances inthe film are uni- 
formly triumphant, and -- amidst news of an imminent Viet- 
nam settlement and the McGovern-Eagleton affair -- his re- 


election by a huge majority rightly appears inevitable. 


(Vet ryan eo Tdepicl= so much of thetpainstaking 
work that Woodward and Bernstein perform, Pakula is not 
merely Aanvolved int a pedantic: effort’ to teach journalistic 
techniques -- however atypical those techniques and the 
corcumstances Of their utilization might have been’. “He 
is also unabashedly paying tribute to the viability of 
sheer individual doggedness in the face of awesome polit- 
ical power -- that two unknown reporters, with the consid- 
erable backing of a major newspaper, could successfully 
chip away and destroy what must have seemed indestruct- 
able. And their weapons, in effect, are pencils and paper 
-- as Pakula himself has pointed out in a Film Comment in- 


terview: 


The typewriter keys, library slips, 
lists of people who work at CREEP, 
notepads on which Woodward scribbles 
his notes while he's phoning, pen- 
cils, pens, were all part of a con- 
ception of the absurdity of the 
weapons in this war story -- that 
what brought down perhaps the most 
powerful people on earth were these 
little slips of.paper and pens and 
typewriter keys....If there was ever 
a picture which says on the most 
primitive level that the pen is might- 
Merrthanathe sword, this’is io. ber— 
ters as bullets; typewriter keys as 
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guns; little things becoming hugh in 

there powers rit becomesethose +little 

things against those enormous buildings 

and against those people behind the 

television screen that you can't 

reach. 
If it is indeed the case that "the pen is mightier than the 
sword,” one ishoulidsmentronr,toodthatythe film has been crit— 
icized for creating the impression that only the Woodward- 
Bernstein pen was decisive during the early stages of the 
Watergate story -- that other newspapers and magazines are 
nowigqiven theirvidiess thetcraticism isea valid one, though 


hardly devastating, and the film does make some references 


to the concurrent work of other journalists. 


Among the more successful aspects of All the 
President's Men is the manner in which Pakula settles upon 
a visual style that is appropriate to the material and an 
ehhective statement in its .wn right. This 1s evident in 
the opening and closing sequences already discussed, and 
im the recurring contrasts between the glaring white stark- 
ness of the Post newsroom (authentically replicated, down 
to the trash in wastebaskets) and the world of shadows and 
darkness in which the reporters frequently function -- 
Woodward in the underground parkade with Deep Throat, for 
example, or Bernstein interviewing a reluctant source who 


sits on dimly-lit stairs. The newsroom sequences, Time 


reported, are 
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boightjepen, healthy. (that, an iturn, 
makes even more vivid the sequences in 
which Pakula exercises his special gift 
for suggesting menace through indirect 
visual statement. When the reporters 
leave their oasis of light to pursue 
their investigations, Washington -- 
that city of broad avenues and vistas 
-- becomes, as Pakula visualizes it, a 
dark and scary place. Its great public 
buildings loom up suddenly and oppres- 
Sively out of the shadows, dominating, 
seeming to threaten the tiny figures 

of the ever-hustling newsmen. When, 
Finally, they begin to penetrate the 
homes of potential informants, the mat- 
erial the reporters seek comes halting- 
ly, fearfully, ‘from people, who, even 

in familiar surroundings, seek to 
shelter themselves in dimness. 


The light-dark contrast is supplemented by another visual 
Det Chnate Lo equa llvVerh nar monynwLCh rata. Ss 1 the: peers 
mightier than the sword" viewpoint: a visual emphasis on 
the enormity and impersonal nature of government. That 
point is dramatically..exemplified in a justly celebrated 
shot of Woodward and Bernstein sifting through thousands 
Ofscneeck-out slaps an the Library of “Congress: (starting 
Wttin bie tiny slips of paper, (cher camera pulle upmand ravay . 
until the sequence concludes with a dizzying ceiling view- 
point in which the two reporters and their boxes of paper 
are dwarfed by the massive architecture. Besides its met- 
aphorical implications, the shot serves other functions sim- 
ultaneously. In Pakula's words, it "gave me a chance to 
dramatize the endless time it takes to do these things, 


without being boring about it. It also gave me a sense of 
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how tiny these figures are in terms of the enormity of the 


Vask; and the heroic job they're trying to achieve." 


The most significant weakness of the film, and 
Ene wltaste point we will iconsider here, is its failure to 
explore anything~beyond the "heroic" dimensions of its 
ma jor protagonists. Though Woodward and Bernstein "get a 
tile devious now and then" -- as Post film critic .Gany 
RENOLdy put It -— "invariably it's all in the “Line of wuty. 
The movie has done a pretty thorough job of eliminating the 
incidents in the book that appeared to weigh upon their 
consciences, such as the grand jury caper...J1/ Interest- 
ingly, Pakula himself believes that the "reporters! ruth- 
teccness, is communicated in the film and seems entirely 
unsentimental about their motivations -- i.e., he realizes 
that they are not interested’ in moral statements, they are 
committed to getting a story. Though there are sequences 
ineine film which Clearly point an that direction it must 
be@'said) that the: overall impression is not one of ruthless- 
ness or ethically questionable techniques. Whatever its 
strengths and weaknesses, a more typical impression would 
probably be that expressed by The New Yorker's Penelope 
Gattiatt: "Tt was the worst of times, but, because of the 
acts of some then uncelebrated and endangered people, says 


this film, it was the best of times."18 
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Nashville, directed by Robert Altman from a 
screenplay by Joan Tewsbury, is the last of the analytical 
films and without question the most complex. Above all 
Pe se, che tilnvie heavily timpressionistie yesourich an mean 
ing and nuance that -- more so than any other film in the 
sample -- no definitive interpretation of it is possible 
or desirable, and no story synopsis can begin to convey 
the wealth of connotations rhocontains. Viewing the tadim 
is, as Pauline Kael wrote in The New Yorker, "a constant 
arceovery of overlapping’ connections.” This, as nol to say, 
however, that those overlapping connections are inaccess- 
ible to analysis -- especially political analysis; indeed, 
Nasnvil le vs iscetting 16, Sironit icantly enough, ‘an imaginary 
1976 Presidential primary campaign and the film is said tc 


have been partly "inspired" by the Watergate scandal i? 


Simply “stated, Altman's film iasvabout several 
dayswine the lives of twenty—rour characters, Living an, cand 
converging upon, the "home" of country and western music 
-- Or, more precisely, the home of the country and western 
NUstomindiustry. — Uf the twenlLy-four characters, eight are 
established performers: Haven Hamilton and Barbara-Jean, 
the reigning "king" and “queen” of the industry; Barbara— 
Jean's arch-rival and Aeese ional replacement singer, Connie 
White; Tommy Brown, a successful black performer; Tom, Mary 


and Bill, a popular folk trio; and Linnea Reese, a white 
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gospel singer. Those eight interact with one another, and 
with a second sub-set of characters -- non-performing re- 
latives, acquaintances, and managerial personnel, includ- 
ing: Haven's mistress, Lady Pearl; Barbara-Jean's husband 
and manager, Barnett; Linnea's husband, Delbert, who is 
Haven's and Barbara-Jean's lawyer; and Haven's son, Bud, 


a young lawyer who helps manage his father's affairs. 


Bud Hamilton is also part of a third sub-set of 
characters -- those who, pathetically in most cases, want 
to be performers but are not. These include: Albuquerque 
(a.k.a. Winifred), a dizzy, mini-skirted woman who sporad- 
ically leaves her husband, a farmer, to seek stardom in 
Nashville; Sueleen Gay, a waitress who vainly yearns to be 
a singer, despite a hopelessly flat, monotone voice; and 
Norman, chauffeur to the folk trio and an occasional song- 


writer. 


Finally, there is a fourth set of characters -- 
the non-performers who have no musical ambitions, many of 
whom are, one way or another, outsiders. These include: 

Mr. Green, an elderly Nashville resident whose wife is 
seriously ill; Mr. Green's niece, Martha (a.k.a. "L.A. 
Joan"), a "groupie" who conspicuously hails from California; 
Sueleen Gay's loyal friend, Wade, a black dishwasher and 


short-order cook; Pfc. Glenn Kelly, a Vietnam veteran 
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devoted to Barbara-Jean's protection; Albuquerque's husband, 
Star. a minor chabacter notable for his’ utter UGathing, of 
country music; a mysterious "Tricycle Man" who appears at 
the fringes of many events in the film, riding a three- 
wheeled motor-bike and performing impressive but unspectac- 
ular feats of magic; Kenny Fraiser, an adolescent runaway 
whose character is not deeply defined, though vitally impor- 
Pteatetie.hiiln suconelusions and Opal, a saiily, cliche- 
Prone Interviewer who! purportedly works for the B.B.C. and 
gives a running commentary, usually wrong-headed, on much 


of what is happening. 


The twenty-fourth significant character in 
Nashville, and an important catalyst throughout, is John 
Triplette, a: political advance man who is in Nashvillesto 
organize talent for a televised fund-raising concert in 


aid of the Presidential primary campaign of Hal: Phillip 


Walker. The latter is Nashville's unseen, but -- thanks to 
an ubiquitous sound track -- often heard twenty-fifth prin- 


Cipal characters: aWalkerviserunning!foreéthe, Presidency on 
the Replacement Party ticket, and his campaign logo con- 
sists of alstylizeditree that is rooted intagU.S." map) -- 
the top hadfeof whacheconsists,ofea band of stars, while 
the bottom half (the South) includes the roots of the tree. 
Walker's campaign slogan is "New RaoeSsstoOritheiNation, 


and his platform is a peculiar concoction of business- 
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oriented populism: 


Nashville is a particularly unconventional movie 
With respectato plotes !Onhthecone hand,ene asvrelatively 
(but by no means entirely) uncluttered by many of the melo- 
dramatic events that typically constitute the details of a 
conventional story synopsis; for the most part, things do 
not "happen" in Nashville the way they "happen" in a James 
Bend mMovies=-son) forsthatimatter inthe vast#’majority of 
films we have considered iso far. On the other hand, the 
film is so full of what someone once called "the poetry of 
everyday experience" that a sensible summary of it would be 
Very bengtnyeindeed’ itn lieu Yor such “a detailed treatment, 
We pLOpOse Mees quote \inViLts entirety ‘the, story synopsis 
that appeared in the Monthly Film Bulletin, and to proceed 
then to the more important question of interpretation and 
analysis. The M.F.B. summary, which was very skeletal, 
went as follows: 

Under the management of John Triplette 

and local supporter Delbert Reece, the 

Replacement Party launches a campaign 

in Nashville, Tennessee, for its Pres- 

idential candidate Hal Phillip Walker. 

The organizers plan to open a large 

rally for Walker with a concert feat- 

uring the most popular entertainers in 

Nashville -- a task requiring consider- 

able diplomacy as the music business 

is reluctant to show any political pre- 

ferences. Approaches are made, however, 

to veteran stars Haven Hamilton and 


Barbara-Jean, who is currently recover- 
ing from one of her periodic collapses 
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From exhaustion. As the campaign gath- 
ers momentum, Nashville's customary 
flood of, visitors continues unceasingly, 
ranging from celebrities like Julie 
Christie and Elliott Gould to runaway 
Kenny Fraiser and scatterbrained coun- 
LbyuGa pL oAlbuquerdque, on, the 1nun fron 
CHeLEedLum Of an rustic marriage. Gate 
crashing at all levels is a garrulous 
Doge roi i. Opal, Claiming ton rtep= 
resent the BBC and talking her way into 
all the Nashville events, including an 
Opry concert featuring the black “singer 
Tommy Brown and Barbara-Jean's re- 
placement and rival, Connie White. She 
is also an easy conquest for Tom Frank, 
insatiable member of the singing trio 
Bill, Tom and Mary, whose recent girls 
include Martha, a groupie too busy with 
boys to visit her aunt dying in hos- 
PMGdwanouaty.as LOM Ss Malwa gets 
however, is Delbert's wife Linnea, lead 
Singer in a gospel choir; she eventu- 
ally gives in to his persistent requests 
for a date and discovers without sur- 
prise that he phones the next girl as 
soon as she leaves his bed. Her hus- 
band, meanwhile, belatedly discovers 
that waitress Sueleen Gay (employed to 
strip at a fund-raising party) has no 
talent whatsoever, but manages to se- 
cure Barbara-Jean for the rally when 
she makes a complete mess of her re- 
turn concert and her husband/manager 
Barnett has to promise the angry crowd 

a free show as compensation. But af- 
ter Barbara-Jean's song, while she is 
taking a bow with Haven, Kenny draws a 
gun trom has tiddle case and” fires; the 
concert temporarily halts in confusion 
as the wounded stars are led away. The 
microphone is passed to Albuquerque and 
Shemseizes ithe: Opporcumity. Ol coeds come. 


It should be noted that the above synopsis is misleading 


with respect to the conclusion of the film. The "wounded 


stars" are not led away: Barbara-Jean, by our "reading" of 
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the film, is dead -- an interpretation that is supported 

by material in the published screenplay. Haven Hamilton 

is wounded, and he is the one who, bleeding and in a state 
of shock, urges someone to sing and finally passes the mic- 


rophone to Albuquerque. 


Nashville is a multi-faceted celebration, satire, 
and burial of a particular American mythology, and an ex- 
pression of apprehension about America's future. The 
Film's politics ranges from the very obvious to the symbol- 
HMomandyObsicumes: tts expliert political content includes 
all material pertaining to the Walker candidacy, the machin- 
aL1ons of John ITriplette, and the responses of thevvarious 
characters to the Triplette-Walker political propositions; 
anges isvmbolic content vembraces® most; of the material 
pertaining to Barbara-Jean, what she stands for, and the 
meaning of the apocalyptic assassination. In the final 
ahodvyerus, both «kinds of ‘content interpenetrace and conpile — 
ment one another, giving enhanced expression to the film's 


thematic preoccupation with rootlessness and replacement. 


"Fellow taxpayers and stockholders in America," 
Walker's principal campaign speech begins. "On the first 
Tuesday in November we have to make some vital decisions 
about our management. Let me go directly to the point: 
I'm for doing some replacing.” He appeals to the imputed 


e ial W 7 
"business sense" or more folksy "common sense" of his 
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listeners, and argues that the answer to a heady assort- 
ment of political problems (world hunger, bureaucratic 

"red tape," housing shortages, the Congressional seniority 
system, and so on) lies in the replacement of "complicated 
lawyeristic remedies" with simpler solutions: "What this 
country needs is some one syllable answers." Walker's 
speech ts riddled with rhetorical questions ("Does ‘it}«make 
sense to let the petroleum giants increase their prices, at 
will, adding to an already staggering profit, but tell the 
Filling station owner in his khakis he can't charge one 
penny more?"), which communicates a sense of concern about 
issues without committing the candidate to very much in 

the way of “one syllable selutions.” When he does get 
specific, his proposals seem more simple-minded than simple: 
he wants to remove lawyers from government, especially from 
Congress; abolish the electoral college; abolish the Con- 
gressional seniority system; and change the American na- 
tional anthem. In the final analysis, Walker wants to re- 
place the old with something new, simplistic, and uncertain; 


the "new roots" he promises seem shallow and insubstantial. 


Walker's advance man, John Triplette, is the most 
visibly politically active person in the film. Courteous 
and deferent at first, Triplette organizes the climactic 
concert with consumate diplomatic skill. As he begins to 


acquire some psychological leverage, he is transformed -- 
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almost imperceptably -- from polite outsider to ruthless 
manipulator, very much in control. Nowhere is his hypoc- 
rrsy more evident than in his attitude towards the diminu— 
LaLver, ridiculously-toupeed Haven Hamilton, who is one mo- 
ment the target of Triplette's smirking humor, backstage at 
the Grand Ole Opry, and the next moment offered Walker's 
assistance should he choose to run for Governor. ("Walker 
thinks you'd make a fine governor in this state...He thinks 
the people of Nashville love you. He knows they do.") 

The orfer rs conditional, of course, upon Haven's appear -~ 


ance at the Walker rally. 


Among the subtleties of Triplette's character is 
bie wtacte cat. his candidate is merther, {bought nor esold 
ieemevertont Of hig ideas or policies. Instead, ne as 
promoted and responded to in terms of individual self- 
interest. Thus, Haven is persuaded not by ideology and 
programs, but by the)» promise) of a governorship; there sis. 0 
pretense of a discussion about what Walker stands for, or 
whether Haven can support him in good conscience. The 
matter is handled similarly when Tom, Mary and Bill are 
approached. No one need wory about politics ("Don't care. 
Don't care about politics," Bill says emphatically), or 
about being a registered Democrat (Triplette himself is a 
registered Democrat). What must be considered is the trio's 


future, and the exposure the television show will give them, 
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especially in syndication. Isn't Walker "a little Grazy 2) 
Mary wonders -- the closest anyone comes to a consideration 
G@imwaltkeris policies... Iniplette falters ,only sliohtly be- 
fore reassuring hems Well awahs. sche, Ore: se lily awl thier crazivis 
Mary. That's the name of the game." When Barbara-Jean's 
Services are solicited, through her husband and manager, 
Parnnece, ithe latter's nesponse echoes Bill's: "No govern- 
febeveeNno politics. ».No nethin'’." iThough he clearly be- 
PoevVeswmthatyaWwalkercand Jriplette are, "full of ,atys Barnett 
too comes around, when it appears to be in the interests 

of Barbara-Jean's career -- to compensate and pacify her 
Fans after her breakdown during an earlier concert. Here, 
BReQn ws One Of, the film's many Iropies: 1b Is Walker who 
insists that "All of us are deeply involved in-:politics 
whether we know it or not, and whether we like it or not"; 
but Walker's man Triplette is appealing to those who pro- 
fess exactly the kind of, political indifference Walker 
challenges early in his speech; and Triplette's appeal is 
based on the self-interest of individuals, not on any ap- 
parent consideration of what is being "replaced" and what 


the replacement will be. 


On a more symbolic level, with particular emph- 
asis on Barbara-Jean and her music, Nashville reflects 
upon America's mythical roots -- at least in so far as 


those roots find expression in country and western music. 
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Barbara-Jean is the myth personified -- and is almost lab- 
elled as such when, during one shot of her at the arrport, 
a jet airplane with the word "American" lettered on its 
Side looms gigantically in the background of the picture. 
Through her songs tell of a longing for the past ("Momma and 
daddy raised me with lovin' care / They sacrificed, so I 
could have a better share...We were young then, we were 
together / We could bear floods and fire and bad weather so.™)., 
it is a past in which love, caring, and triumph over hard- 
ship are idyllically remembered. The little we know of 
her own life -- she has been working and supporting her- 
self since childhood -- raises doubts about the myth, just 
as portly, overbearing Barnett contrasts sharply with the 
tdealazed "hard: workin’ -cowboy man’ ‘of another “ot. "her 
songs. But Barbara-Jean celebrates this mythical past 
innocently, radiantly, and without malice or manipulation. 
has the film implies from time “to ‘time, politics “and 
stardom are similar occupations, Barbara-Jean is the pol- 
itician/performer as uncorrupted, idealistic victim -- 
worshipped by her constituent/fans, devoted to, and ulti- 
mately consumed by them. Like Haven Hamilton, but without 
his conceits and posturing, she has what screenwriter Joan 
Tewkesbury called "the ability to awaken people's hopes 
and dreams, allowing them to bask for those same few min- 


utes in optimism." 
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Connie White is occasionally referred to in the 
film as Barbara-Jean's replacement singer, and in fact, she 
does replace Barbara-Jean during one of the several concert 
sequences. Hers is a different sensibility and temperment 
-- one that is most eloquently expressed during scenes in 
which she "tries on" various smiles before going on stage, 
snubs a star-struck Albuquerque, A glibly assures some 
children that any one of them could grow up to be President. 
Chui Barbara-Jean represents the uncorrupted, innocent ex- 
pression of imagined roots, Connie White represents some- 
thing less benign and more manipulative. And it is surely 
no cOincidence that the adjective "replacement" describes 
both her status with respect to Barbara-Jean, as well as 
Hel Phiatdio Walker's, political, party.  (Clhere, is: even one 
scene in which we see a poster of Connie White with a 
Walker sticker affixed to it.) When Connie White replaces 
Barbara-Jean, we lose the latter's aching, but certain 
sense of a past -- and roots. While Barbara-Jean's songs 
speak of an idealized past and a mythical present, Connie 
White sings of uncertainty and rootlessness (Well, I'd 
like to go to Memphis / but I don't know the way / and I'd 
like to tell you how I feel / but I don't know what to say..." 
"Rolling stone, rolling stone, gathers no moss / But 
neither does it gather any love.") Her cunning as a per- 
former, and the rhetoric of her songs, complement the 


rhetoric of Walker's campaign and the deceit of his henchman. 
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Connie White seems clearly intended as a Walker surrogate. 


Aree he sane Line, it must noe (be orgotteny.that 
Barbara-Jean is herself a symbolic "Presidential" figure, 
and her death is an expression of apprehension about what 
the political RULMTemwA LT bring. sO) Wondernevibar thes, vear 
Pill obring, 1S the ominous, repetitive, refrain.of..a. back- 
ground song as performers and audience assemble for the 
faterul. concluding, rally.), For Barbara-Jean may, as has 
been said of the assassinated Kennedys -- bitterly eulo- 
gized by a weeping Lady Pearl earlier in the film -- 
awaken hopes and dreams without being able to satisfy them. 
In the sequence leading to the assassination, while she 
extols the virtues of her idealized "Idaho Home," Kenny 


Fraiser listens intently to the words -- undone, perhaps, 
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by the gap between what the song celebrates and what his own 


life has been. We know little about him, but it is enough. 
The presence of some Walker campaign literature in his car 
suggests that he may be very much taken with the Replace- 
ment Party candidate, or planning to kill him: possibly 
both. He has been boarding with Mr. Green, an obvious 
father figure, and comes to the climactic concert after 
attending Mrs. Geen's funeral -- the burial of a surrogate 
mother who is another representative of the past. Most 
importantly, we have heard him speak to his real mother via 


telephone and, it turns out, she is a grotesque parody of 
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the maternal and domestic virtues which Barbara-Jean has 
Genjured Upsehtant here vlove, ttenderness and Caring have given 
way to a suffocating possessiveness and an exasperating 
fussiness. Towards the end of the conversation Kenny 
disconnects his mother's call and, into the dead receiver, 
reciprocates the sentiments he wishes she had expressed: 

ie Ove yOuwet Oo miiana, Uh really wom th! itceewyou: coon.’ 
Finally, at the concert -- set, appropriately enough, in 
Nashville's lumber-and-plaster-of-Paris Parthenon -- the 
fabled past is destroyed by the troubled, rootless present. 
A star is consumed, and a star is born. With the mythical 
past having been exploded and the present in a state of 


flux. the ftutdre Looks -qrinhy cuncertarns 


Having made these general, and by no means ex- 
haustive, comments regarding the interpretation of Nash- 
Vitile seat is, worth noting that many of the publisned re- 
views of the film have tended to be much more impression- 
Sstic, wescheving. in particular any effort to varticulate 
the meaning of Kenny Fraiser's assassination of Barbara- 
Jean.29("...might it, perhaps, be something to do with 
his mother?" wondered Philip Strick in the Monthly Film 
BUltetint )¢ @Iineatlengthyeand very useful?! sebvof einterviews 
and comments in Film Quarterly, for example, Connie Byrne 


and William QO. Lopez called the film "an immediate, mylti- 


tudinous, non-authoritarian, rash, sophisticated, sweeping, 
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cynical, affirmative smorgasbord of American life in the 


1970's." Altman, they wrote. 


transmits! a panorama of grandiose con- 
tradictions, vagaries, and confusions 
without sifting them through a rigid 
theoretical framework. He does not 
seem to start out with a comprehensible 
social philosophy which informs every 
SLemMenc OF \tne tilm and which in) turn 
is supposed to clarify. or inflame: the 
audience's political attitudes. In 
fact, Altman relishes incomprehensible 
events and unsynthesizable conflicts. 


° e e e e e e e e e e e e e e e 


The acceptance of multi-layered face 

value, the openness to unreasonable 

experience, the celebration of non- 

dialectical, non-motivational, non- 

resolution comprise the essence of 

Altman's philosophical realism and 

political vagueness. 
Among their more perceptive observations, Burns and Lopez 
note that those characters in the film who do seem in some 
way politically committed (Walker, Triplette, Opal), "are 


shown as confused, hypocritical, manipulative, absurd and 


downragqne evil." 


In Sight and Sound, Jonathan Rosenbaum objected 
to Altman's concluding the film "with a veritable surplus 
! 


of Significance after over 150 minutes of open sailing...' 


Keeping in mind that the film was intended to be much 


lengthier, Rosenbaum has deemed it 


work in progress, the unfolding of a 
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narrative complex rather than its ul- 

tamate destination«s. thus) to,stop.the 

movie at a precise meaning -- and worse 

yel,,a.socio-political one .-- is. to 

LOD, tPof.its complexity. andvconsign 

it .to the same dustbin of. platitudes 

thatsOpal, and Hal Phillips (sic). Walker 

both specialize in accumulating. 
At the same time, Rosenbaum has rightly defended the film 
against those who viewed it as a "put-down" of Nashville. 
Bill Sherman wrote in Take One, for example, that the 
film is condescending and superficial, and claimed that 
it "sneers at human beings and at life, and is a nasty 
Mie CoeOrMVOrKnic... | tlm DOINt.or fact, |" wrote Rosenbaum. 
"the film celebrates as much as it ridicules -- often 
doing both at the same time -- while giving both its bril- 


Iivant cast Mand its audience.too muchvelbow, room to alloy 


For any overriding thesis." 


Both ofthe, New. Yorker, crities,.Rauline Kael and 
Penelope Gilliatt, analyzed the film. "The songs are the 
Story being. told,” wrote Ms. Kael, «who was, particuiar by 
attentive to the musical and metaphoric aspects of the 


movie: 


Could there, be a city with wilder) mer- 
aphoric overtones than Nashville, the 
Hollywood of the C. & W. recording in- 
dustry, the center of fundamentalist 
music and pop success?...[T]he songs 
tell you that although you've Failed 
and you've lived a terrible, degrading 
life, there's a place to come home to, 
and that's where you belong. Even the 
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Saddest song is meant to be reassuring 
to its audience: the insights never 

go beyond common poverty, job troubles, 
and heartaches, the the music never 
rises to-a level "that would ‘require the 
audience) to reinterpret its experience. 
Country. stars are symbolic ordinary 
Mguces., Tin this, they ures moremia ice 
political demagogues than artists. 


walkers slogan, “New Roots for the Nation," is “a great 
Slogan for the South," wrote Ms. Kael, "since country music 
iemaooutra longing, .or roots that don't existe” And 


Barbara-Jean is the film's "one tragic character: her art 


comes from her belief in imaginary roots." 


Penelope Gilliat also commented on country and 
western music, which, she said, "markets to unrooted people 


a false impression of belonging to the historic." Nashville 


is a film about fatuous words parading 
as-~home truths, “about the drive to *suc-— 
ceed substituting for love of work, 
about surfaces passing themselves off 
as bedrock, about raw and buffeted peo- 
ple conning themselves into thinking 
they are bastions supported by his- 
Potycoewiatpes cory? Welsee*therccdr= 
fice that caused Nashville to be called 
SThe Athens -om the South” 24 tatcontec— 
tion of slightly Greek columns, put up 
Ape ther thirties. 


Ms. Gilliatt was also critical of Altman for ending the 
Pian ween. Ta climax that -- coming as it does after a delib- 
erately incohate mass of Footage specifically designed to 


explore character rather than to expound plot -- seems 
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aesthetically, false." . The film, she wrote, "will be rem- 
embered and honored less for its intellectual content than 
for its technical and emotional reach." Perhaps it will 


be remembered on both counts. 


Concluding observations 


With the discussion and analysis of the foregoing 
Fifteen films, we have concluded the classification and 
Ffilm-by-film consideration of our entire sample of contem- 
porary commercial cinema. The reader will recall that a 
Five-category classification system had been initially pro- 
posed, as a working basis for grouping and analyzing the 
content of ninety feature-length films. Category one con- 
Sisted of twenty-eight films of minimal political interest, 
which were of political interest only in so far as some of 
them included ineidental, politically-relevant content 
that was never developed beyond the level of hints, labels, 
and cartoon caricatures. Category two consisted of eleven 
social stratum or sub-culture movies, which typically es- 
chewed explicit political content, but which had implicit 
political relevance by virtue of their dramatization of the 
conditions or life-styles of identifiable ethnic, cultural, 


Pacial ore other.social strata... In category three, there 


were twenty-six melodramas with. politically interesting sub 
Uda isis a Dine ee Bue oda eS a ha ae 


plots or implications. Films in that category included 


more or less substantial politically-interesting sub-plots, 
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though the political content was of a highly melodramatic 
nature and was unambiguously subservient to other plot ele- 


ments. 


The ten films in our fourth category were desig- 
nated as issue or message movies, and, in varying degrees, 
Gach entailed a clearly articulated presentation of a singte 
social issue, on which a stand was taken or point of view 
presented. (hes tuiceen ilms 1n our fitth; category ewere. 
of course, movies which included complex social and pol- 
matical vanalysis, and had as a central aspect, of their con-— 
tent a view of individuals that emphasized political rela- 
tionships and values; political and politically-relevant 
EOntentianm this set of films was typically dramatized ina 
way that was complex, multi-faceted, and functioning on 


more than one level of meaning. 


The principal strength of any useful classifica- 
tion system -- the simplification of a complex array of 
data.--.is also its most telling weakness.) dInsa@ttempting 
to construe two or more elements as being somehow the same, 
it is always necessary to discount their differences, and 
to disregard their unique features. In the detailed, but 
by no means exhaustive discussion of each of the analytical 
films,o3-¢ should be apparent that each constitutes an in- 


dividual, complex set of statements, themes, visions, and 
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so on; in that respect, they hardly lend themselves to the 
kind of summarizing generalizations that were made about 
sets and sub-sets of films in the lesser categories. None- 
theless, there are some remarkably clear threads running 
throughout most of the analytical films and, though they 
should not obscure each film's unique values, those common 


denominators are certainly worth exploring. 


The analytical films are about men against sys- 


tems: that is the dominant theme of the entire fifteen- 
Film set, and it is manifest in most of the individual 
movies which constitute the category. With a few excep- 
tions and qualifications, these are stories about individ- 
uals buffeted, harassed, or at the very least seriously 
bothered by oppressively systemic forces: authoritarian 
institutions and values, in One Flew Over the Cuckao's 
Nest and The Devil is a Woman; an inverted, totalitarian 
utopia, in A Boy and His Dog; King and nobility in Robin 
and Marian; entire social structures in Barry Lyndon and 
Swept Away...3; the state itself in Special Section; a cor- 
rupt system of criminal law and justice in Hustle; the 
contemporary urban environment and its attendant pressures, 
in Dog Day Afternoon and Taxi Driver; amoral or malevolent 
state agencies in The Killer Eiite and Three Days of the 
Condor; and a corrupt political regime, in All the Presi- 


dent's Man. Less obviously fitting this pattern are Ihe 
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Man Who Would Be King and Nashville -- though it should be 


remembered that in the former, Dravot and Carnehan are ob- 
viously creatures of Imperial Britain and attempt to trans- 
cend its limitations in a society that Danny, in particu- 


lar, fatally misunderstands. In Nashville, the systemic 


forces are comprised of a complex social fabric -- includ- 


myths -- rather than more readily 
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talking about the rhetorical "System" that was so 
vilified in youth-oriented movies of the late nineteen-six- 
tie Nor are we speaking insubstantial 
reference to “the System™ that occurred in some of the melo- 


dramas or films of minimal political interest. When we 


films with reference to systems, 
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speak of the analyti 
the point is not that they talk about or make statements 


about systems -- though there are occasional explicit 


references to the term, especially in Ihe Killer Elite. 


The point is, rather, that they are about systems, which 


may or may not be explicitly identified, but which are 


clearly shown to be impinging upon major protagonists, 


usually in an unfavorable way. In some respects, of course, 


the theme of men-in-systems appears built into our defin- 


ition of analytical films, by virtue of our concern with 


political relationships and values; thus, it should come 
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as no surprise that we have "discovered" the theme in most 
Of the Lo*rilms that’ are included in the category. What 

is unexpected, and entirely independent of our definition, 
is the idea of men against systems -- systemic factors as 
determinants of some of the evil things men do, as in Dog 
Day Afternoon and Barry Lyndon, and, more often, systemic 
heecors constituting the*ultimate problem that has to’ be 
BTeErCome OT side=svepped,sac in’ Hustle, Swept Away... 
Pomiverynaon, end Others, “With the arguable exceptron of 

All the President's Men, these films rarely give the im- 
pression that once a particular villain has been dispatched, 
Freonce-asparticular problem or” frustration has” been” over— 
comer everything will, be fines” In all of the films” =—" vith 
some fluctuations in credibility and conviction -=- villains, 
problems, frustrations, and so on, are obviously meant to be 
representative or symptomatic of something larger, more per- 
vasive, and more durable than the individual protagonists wh 


are tormented by it. 


Tus, ath One lew OVeL. Cie Peron Nest and The 
Devil Is a Woman, the oppressive regimes of Nurse Ratched 
and Sister Geraldine are sustained -- even after the charac- 
ters with whom we have identified have either left or been 
destroyed. In Robin and Marian, Robin Hood and many of 
those whom he championed are finally killed by the endur- 
ing forces he had fought. Vic's’ departure in A Boy and His 


Dog leaves the "State of Topeka, Kansas" unquestionably 
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intact. Mutilated and dejected, Barry Lyndon is relegated 
to his "proper sphere" in an intransigent social order. 
Danny Dravot and his companion are brought low in The Man 
Who Would Be King, when a primitive social order asserts 
PeSect against their blasphemous posturings. ) (hhe (state js 
murderously triumphant over innocent individuals in Special 
section, and we are reminded that the wrongdoers were never 
punished. In Swept Away..., Genarino and Rafaella are un- 
able to sustain a socially "Unnatural" relationship upon 
Poele return to cCciviiized society.” “An ‘"“1deal of social 
Oroer @Prevatis against, an anarchic, troubled Sonny” in Dog 
Mayeueennoons rial Gaines Scores ‘a Centatives acy pica 
Side=— slaniuficantly -- allegal victory for the ‘nobodies” 
im vnustele, berore fe ‘himself “is killed. In: laxi,Draver, 
Travis Bickel has been hailed as a hero, but he cruises the 
same streets of filth and vermin, and we know that he is 
Faria rrgit TOnLY Loot edwetlicweOr Gift erent reasons and 
with different expectations, Joe Turner and Mike Locken -- 
in tiree DaysooretheeCondor-rand= they kil ler ik live -- "leave 
amoral or corrupt institutions which then remain intact. 
Nashville, of course, is less easy to characterize in this 
context, but it seems fair to say that its conclusion is 

at best grimly apprehensive, and at worst profoundly pessi- 
mistic about the future. Only All the President's Men de- 


DILCUs protagonists who are unambiguously triumphant against 


systemic forces. And curiously, we do not actually see them 
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VIerorious; We're told” about 10% in’ an epilog. UNixontet 
al. are entrenched throughout the dramatized portions of 


Pineo tL Lit. 


An obvious handmaiden of the men-against-systems 
theme is the use.of major characters who are, by and large, 
vulnerable, troubled, or disadvantaged outsiders relative 
EG the. social systems in which they function. There are 
few unambiguously heroic figures among the principal pro- 
LPagOmrous in this ‘Get Of Tilme -- 1.e.., few strong, .coma— 
dent, successful, positively-depicted individuals who 
seize control of situations and triumph over a variety of 
obstacles before the final reel is done. Instead, the 
“Mreroes” of the analytical films include” a maladjusted 
asylum inmate (Cuckoo's Nest); a guilt-ridden, disillusioned 
legendary figure (Robin and Marian); the helpless, inno- 
cent victims of Special Section; a dour, often disagree- 
able social climber (Barry Lyndon); a charming but pathetic 
Overreacher Cine Man Who Would Be irae: a *snrpybeoroen 
ludicrous proletarian (Swept AWay sen); an insecure, senti- 
mental policeman (Hustle); a volatile, bisexual bank rob- 
ber (Dog Day Afternoon); a powerless, psychotically lonely 
Uirbpanamasric (taxi Driver): and two CHTON: Employees (The 
Killer Elite and Three Days of the Condor) who, though they 
overcome proximate difficulties, leave the agency after 


personal disillusionment, and with a great deal of uncer- 


28 noMeE no .& Reg ion Pores 
vo <endEsthae: bes ttemaah ‘edd Fue Adve 


anjeye-deniegs-nem ord 0 a ape i" 0) 
018s, bre Xd «ote ttheetetoeneds TeLan Jo eeu 
; tales A790 28309 biab wistayb ae te re sbakdiotd | 


a i ,Y Swi moi TOA yi? Carne oom BN: te ae 
én K 


“Pty ie itd 09 Bone. hb anne £4 aktaoryt 2: 7 tee 
OD QOOTIS Met, ya yk! AMERY Te eee aia ne | 


~- 


ow Gleubivibed betuaqebe vinnie, Annee 


iv Ytotteyvy @ tev rig Lad bas enaidau tie tc 


= 


an" - 


as” ‘é 
moe — 


ws ,ouetant cok 6 .edp Send) eng ‘pioted § 
ovjtv whee vohedand eee Iaekay tans ody Yo} 
neroiogifinhh .maibbdt-Piiap a ae ated) asamns at ve 
ort)’ ashe ton alt yigeizey bos Risen) emuel? ¥3 
sarpanah: apis Gane pacitred te dpege. jn amidaiy 4 
ipqidee $08 ociotatas plopbawt, yee) sedmiis Laisoe s 
Amdo Liiate e (RRM btuow of oar ott) catoeyasane” 
-Kdnae , oovoeant me it oss May Jon?) naizessiorg “pene 
09% Nned (auxoed@s (ehidstoys i (eizeutt) noted Log | 
siuwed vi leniiatoas epolageng 8 (agooas39% wad pa) asd * 
aah) agnvelque An Eee ow brs s(apytaG beet) bee, nadze 
Yad3 Mppotd .ode (gate ld Meese aeadt how elisa ae thew 
204%c .oeeen afd, 6onnh; gato bu 11h ejatixorg smvagzave 
pekesm Yn Lawh Bits. Py Avie bow ,inesnetenl iiath Leposgeg | 


— 7 ch eae 


tainty about their) future’ prospects.” 9 The two Washington 
POs Peporvers in ATT thie President's Men are closer to the 
traditional heroic mold than most of the other characters 
we have discussed, but it should be noted that they are 
certainly handicapped outsiders relative to the forces 

they are up against. Nashville, of course, has no "heroes" 
Sree nornes |! invthe traditional sense, but itsimajyon sym- 
bolic figure, Barbara-Jean, is the very essence of vulner- 


ability. 


Lronivcally. "thorgh the major? protagonist ssi nm moet 


of the analytical films deviate so conspicuously from more 


Convent onal notions of’ the ‘herove —-=- at least un’ commer=— 
piaiet idqsce = several” ofthe movies Why this? setein clu deta 
Seutri—consecious reflection on ideals’ of) heroism: Thas ws 


most clearly apparent in Robin and Marian, Hustle, and The 
uiverme biltesu and ‘tiereware subtler traces of 27 in ihe 
Manennoenwould Be King, Taxi Driver, and A Boy Vand His Dog. 
Closely related to this, and more consistently evident, is 
a thematic concern with betrayed, corrupted, or perverted 
ideals. That theme is most ostentatious, of course, in 
Robin and Marian, Hustle, Three Days of the Condor, and -- 
in a more substantial and complex fashion -- Nashville. 
BW tere appears too in The Killer Elite, The Man Who Would 


Be King, Taxi Driver, and A_ Boy and His Dog. Naturally, 


we get a glimpse of the "genuine article" in All the 
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President's Men, especially in the scenes depreting Hugh 


Sloan and the "Creep" bookkeeper. 


Finally, ‘and at the risk of considerable over- 
Simplification, one can distill from the material in this 
chapter a Very general, -"tLypical” plot summary. oA vulner- 
able and troubled individual, probably an outsider, comes 
POmdnaps- with problems, frustrations, and obstacles that 
appear to extend beyond the immediate characters or situa- 


rons tac the dramatic core of.*the film. The sandividual: is 


either destroyed by the systemic forces against which he is 


pitted, or he reaches an uneasy and uncertain truce -- a 
DaereaevCLOry,.. perhaps. “Enroute? to thas outcome, which 
almost always involves violence, he may have cause to re- 
Flect upon his own values and ideals, and those which are 
dominant -- or presumed to be dominant -- in the society 


in which he must function. 


Having concluded our discussion of the ninety 
films examined inthis study, we shall proceed mext Coan 
overview of the sample -- an overview that will cut across 
the five categories by emphasizing those films in which 
politicians or aspiring politicians are depicted. Further 
to this, we shall briefly examine differences between the 


British and American films in the sample, and attempt to 


place the American films in some kind of historical context. 


Throughout that analysis -- and throughout our subsequent 
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discussion of the implications of the research -- we shall 
fecuri. CO ochre analytical films and to some of the conclu- 


Sions reached in the present chapter. 
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ENDNOTES 


It may be recalled that in our treatment of the four 
lesser categories in this classification system, a 
distinction was made between "primary" and Vsecondar yi" 
instances of the category in question ==) i.e... between 
those films that seemed to best exemplify a category 
and those which were borderline cases or "bad fits." 
Since the analytical films are all primary examples 
almost by definition, we have abandoned the primary- 
secondary distinction within the body of this chapter. 
porcebhe record however, at is worth noting, thay suen 
a distinction would probably involve the designation 
of the following films as the best examples of the 
analytical category: One Flew Over the Cuckoo's Nest, 
Barry Lyndon, The Man Who Would Be King, Swept Away..., 
Taxi Driver, All the President's Men, and Nashville. 
Then, in roughly descending order of importance,: come 


the lesser examples: Special Section, Dog Day After- 
HOCtne ork Ler eis ve saliree Vayoroh the Condor, mho oan 
and Marian, Hustle, A Boy and His Dog, and The Devil 


Ts. a Woman. 


In a New Times review of three books about madness, 
Geoffrey Wolff critically reported the following as 
tice Message. 6oOf une til meversion OF -CUCKOOn o iNeou: 
PSOCLTetLy is the’ enemy of sanity ‘to the ‘extent “that 
society represses and alters the impulses of the imag- 
ination as’ they are found int man's ‘unfettered, natural, 
rational state, and if Nurse Ratched would only leave 
her wards to their own devices, the lame would throw 
down their crutches and walk again, free men, each 
according to the dictates of his own odd health." (New 
lines larch 3. l770.0) 


Buoted un "In the Picture," Sight. and Sound, Vol. 44 
Cli ate INE ele al ae 


Consider, for example, this brief excerpt about the in- 
stallation of controls: “Sometimes a’guy goes over 

for an installation, leaves the ward mean and mad and 
snapping at the whole world and comes back a few weeks 
later with black-and-blue eyes like he had been in a 
fist-fight, and he is the sweetest, nicest, best-behaved 
thing you ever saw. He will maybe even go home in a 
month or two, a hat pulled low over the face of a sleep- 
walker wandering around in a simple, happy dream. A 
success, they say, but I say he's just another robot 
for the Combine and might be better off as a failure.. 
Ken Kesey, One Flew Over the Cuckoo's Nest (New York: 


New American Library, 1962), p.20. 
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Harlan Ellison's "A Boy and His Dog" is Report 6 diueim 
Charles William Sullivan, III, As Tomorrow Becomes 
lodays (Englewood “Claffs,iN. Jo: (Ppentice-Hald, L O7aae 
pPrawsoarlone Ngredt “deal of theifilm's political 
content is not evident in Ellison's original story, 
though Ellison has claimed that his original screen- 
play was more "revolutionary" than what was filmed by 
L. Q. Jones. Nonetheless, he seems happy with the 
Dut wn spiterot Jones. 'raght-wving! inclinations. 
Beem Sveve Swires,. "TI Have No Wings and) 1) Mustir ly! 
TaerUne, Vol S04) 0 19765 pp. , J-ld% 


Meco rcing to; Ellison, ©. 0. Jonesis "like! ohn, Waynoe 
un ‘that he's ruggedly individual and anarchistic and 
Waseitcta Crm.  eSeenSwires, “lbid:.,, p'. 6,. 


inmetheckeray Ys novel. thewWemoirs of oBarry.lyndon 
Condon: Wutura*Pubid catvons, 1974) (‘the quot edaimaberial 


appears Meryem nconspacuously early in the narrative 
(page seven of the above edition). Kubrick used the 
quote as a very ostentatious coda for the film -- there- 
by commenting upon and coloring everything that went 
before, it. "ihe ‘novel, one “should note, was: 'toldvanrthe 
first person singular, and its hero -- an unabashedly 
egoistic, unethical braggart -- was almost instantly 
dislikable; his downfall is more cheerfully anticipated 
anctexpervenced. ) ihe fiaim, of course, is narratedian 
the third person and Barry Lyndon is a more morose and 
Datheuaic character. piihe:ttone of the inarration sisnotven 
bire Of snug, heartless) satisfaction, and insufferable; 
pomderous moaralizing. “lesmight be sarc. thatawhile the 
noMelerss spelated from Barry's point of). view, Che film 
vSumarracea from the. point of view of, the socral (class 
towards which he aspires. The novel and the film con- 
trast) sharply in)iseveral other respects as well. 


bolisay tthate Kipling "s istory was "fleshed (out yoby) Huston 
anidiaGwadys® Hill lis stovunderstate the) case gain he im 


Comment Vol 212:01)),.1976; Brendan Gilt twroteist hey fol- 


lowing: "...almost the first praise to be ‘spoken of 

the movie version of 'The Man Who Would Be King' is 

thats ie is greatly superior to the original. The 
screenplay...is well-nigh perfect of its kind -- a 

model not merely of necessary expansion (Kipling's 

story is only a few thousand words long) but of aesthet- 
ic enhancement as well. Simply as a tale well told, it 
is worth study; novelists can learn from it as readily 


as screenwriters." 


Newsweek's Jack Kroll, for example, observed that 
Special Section's "universal significance should escape 
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novone, eAmericansyléastyof valle!’ sin Watergate, wrote 
Kroll, "Americans only recently saw a real-life melo- 
drama involving the creation of special sections that 
would bypass the system. And they were introduced to 
a dramatis personae who had to rationalize the same 
kind of problem. In the end, almost all Americans 

had to agree that the issues were the simplest ones of 
law and conscience." (Newsweek, Dec. 15, 1975.) 


Lina Wertmuller was at the centre of a great storm of 
critical conteayersy in 1976, following the North 
American release of several of her films. Wertmuller 
was variously hailed as a genius of the cinema, ranking 
with talents as diverse as Chaplin and Fellini, and de- 
nounced as a heavyhanded, tasteless pretender. Extreme 
Opinions were the rule. For side-by-side conflicting 
viewpoints, see: "The Italian Aristophanes?" by Diane 
Jacobs, and "The Sophists' Norman Lear?" by Brooks 
pislevew ii balmeComment’ Vole b2¢29¢ 297 6e 


Aldrich's recent films are discussed and contrasted 
with one another and with his earlier work, in Richard 
Fonds; ‘Worlds Apart: 7Aldrichy Sincepthey Dartya Dozen." 
Sights andsSound; Vol 45—(2)491976.)) Aldrachghanselé 

is interviewed and defended as a "left-wing director" 
Piste Can'tyGet Jinnyy Carter, tos SeeaMyl Mowae ly = 
boberta Aldrich, talksfwithyStwart Byron,’ ) bilmeComment, 
Vode wl SOC 2) gedIid.enAldricheclaimssthab: hissgindedabl © 
trademark is my affection for the struggle to regain 
self-esteem. Now, the likelihood of doing that is re- 
Wetec Stadld .«attds thegcostsythatpmakes,2 Ciantole 
gallant struggle." 


The film version of Dog Pay Afternoon “followed the 
factsirather: closely," according to, angapparentiy 
autihowratativesartacle¢ing Playboy ,. Auguste 376.5 @uDoeg 
DaywAsbermaths:) bysCliff Sahr, ash--eeseacss tat be 
implies -- a follow-up to the events depicted in the 
fglm.s Jhessubstance of. thesarticle-ias evidenteini acs 
subheading: "the true story of the real bank robber 
who went to prison, was gang-raped, forgotten and 
fleeced by Hollywood." 


For contrasting interpretations of Taxi Driver, see 
Pauline Kael's highly favorable review in The New 


Yorker, Feb. 9, 1976; and an extremely negative -- but 
very well-documented -- vaewpointe by, PattaciayPattCer— 
son and Manny Farber. "The Power and thes Gory, 2 


fadmecommentys Vol.9«22 (3d sid? 7/66 


Interestingly, Schrader himself has discussed the 
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Bickle character and his violent outburst in the context 
of displaced aggression: "Long ago Pauline Kael asked 
me why I wrote about this character, what it had to do 
VeeiMews 1 sald, 'ltmaceme Without ary prainge TLtits 
the same need to escape, to break through.) thau “aril ves 

a script in my case -- a real need to triumph over the 
system. Now I live pretty much the way I want, get paid 
for it, work when I want, get a certain amount of res- 
pect, and so” Il Wave beaten the system. “Tf Io was every— 
body's pawn, if I was Travis Bickle, the triumph would 
have to take another course, probably a violent one." 
Schrader vas interviewed at length by Richard Thompson, 
Pole avin COMME, (VOU. Liza yiZou ed oot, 


Nigel Andrews, “Sam Peckinpah: the Survivor and the 
PGdavainlidale, oink: Talmd Sound,” WO. a2) e2 eNO jeo. 


Ms. Kael's review of The Killer Elite appeared in the 
January IZ, 1976, New Yorker and is one of the stran- 


Tecitassiheamas Written. The film, ‘she. wrote, —“"2sn."t 
about C.I.A.-sponsored assassinations -- it's about the 
piioodnoin a pOlL. + Therpoetl,. Of COUrSe, Pe rPeckinpen, 


and Ms. Kael's review is deeply rooted in her admira- 
tion and empathy for him, especially with regard to 
foowdri tre ties With the major American wr ms cui oc, 
Of the battleship confrontation between Locken and the 
would-be assassins, for example, she wrote the follow- 
wg Wrapped Up tn unerr cult "qarb to Wewcanm Le teie 
one from the other, ‘the darting ‘killers, seen’ ‘in those 
Slow-motion fast cuts, are exactly like Peckinpah"s 
descriptions of the teeming mediocrities, jackals, 
hangers-on, and just plain killers that Hollywood is 
PAPO ts. 


For ‘all her idiosyncracies, Kael too has recognized 
Peckinpah's dominant theme. The story, she said, "is 
used as a mere framework for a compressed, almost ab- 
stract fantasy on the subject of selling yourself yet 
trying to hang on to a piece of yourself...This picture 


rs -apout Survival.” 


Gary Arnold's review of All the President's Men appeared 
in the Washington Post, April’ 4, SLO 7 6a Wier re (Cen) Chae 
caper alluded to is the attempt by Woodward and Bern- 
stein to interview members of the Watergate grand jury 
-- in which event the juror or jurors would have been 
enticed to violate an oath of secrecy. The incident 

is described in Bernstein and Woodward, All the Pres- 
dent's Men (New York: Warner Paperback Library, ey ee 


pp. 252-237 and 248-250. 
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The grand jury incident does not occur during the per- 
iod covered by the film -- another reason, no doubt, 
why Arnold was critical of the "crucial misjudgment" 
involved in terminating the film roughly two-thirds 

of the way through the material included in the book. 
It appears, however, that that decision was not com-= 
pletely whimsical: Redford is reported to have be- 
come interested in the story when Woodward and Bern- 
stein were at their lowest ebb (Time, March 29, 1976), 
and may have perceived the Haldeman fiasco as more of 
avciimax tChannwwt treally was. Pakula says the..tele- 
type "update" material was added after the first pre- 
VeeeweiOf, tives tle See hi lmaCommenti, Volnt 2s Sl) pl 97s 


Given scheyivarying tastes: oft film critics, BAltiithelPres— 
ident's Men was surprisingly well received by most. 
Interesting exceptions were Canadian critics Doug 
Fetherling, in Canadian. Forum (June-July 1976), and 
Marshall Delaney -- a.k.a. Robert Fulford -- in Sat- 
UndayeiNiugnty (dune: 197 6hxee Referring itovthe fialm's 
digeccouvwes), "Paes Paluke.i ihetherlang: add edvaitite 

‘Wucei siperadg movael) andiay/'revaslonist i distortipine)' 
imemcasuortion, he wrote, was that “it leaves one wath 
the impression that is (sic) was the Washington Post 
that brought down Nixon instead of the establishment 
that pulls the strings of that publication and indeed 
those of all the big media..3Nixon's option was dropped 
by those who had picked it up originally, by the con- 
servatives who are so conservative that they still 
believe in the letter of the Constitution rather than 
ewes Pitas Of carbs 


Delaney-Fulford insisted that “the cynical and lazy 
reporters in The Front Page bear more relationship to 
the real journalists I've met than anyone who appears 
ineAll the President's Men." The. film, vclatned Delaney, 
Woowe fantasy :: <'That this fantasy is basedwoge fact .- 
that Woodward and Bernstein actually did work hard at 
their research, and helped bring down Nixon -- makes it 
no less a fantasy. As any newspaperman can testify, 
Woodward and Bernstein are freaks in the newspaper bus- 
iness, once-in-a-century curiosities." 


Nashville is extensively considered in the excellent 
“interview 'documentary'" that appeared in Sell Luae 
‘old et ete Aah G72 1975-76. According to Joan Tewkes- 
ae nee I ee the screenplay in, Watergate broke 
and we started adding characters then. My screenplay 
did not have a political line." Hal Poa p Watket, 
she adds, was not one of her original characters. He 
was added with the break of Watergate, along with the 
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Replacement Party." 


Une of the best and most coherent interpretations of 


Nasnville Was by Ball Beard, in the Edmonton Film So- 


Elvety sporcasional publication, .bilm edmonton (i976 
issue). Beard concentrated on Altman's contrasts be- 
been. culty and "country" characters, and the, values 
they represent. In many ways, however, his interpre- 
tation of the film is consistent with the one we have 
presented. 


Altman himself has been only sporadically and moderately 
helpful when asked about the "meaning" of the film He 
has been a little specific on occasion, but a more typ- 
ledlre teaeUdemiMe he none: Ney expmessedytoa tla yboy )an = 
terviewer (August, 1976): "Many people want to know 
exactly what ltiacethey ne: supposed to think. | Well, my 
Message is ithat/I’m not going to.do their work) for them.” 
And elsewhere, in the same interview: "I'm not in- 
terested in analyzing myself...Things come out of me 
only when I relax and let them come as an unconscious, 
emotional expression rather than an intellectual ex- 
pression." 
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CO ARTE Ra ED VE 


POLITICAL CONTENT IN COMMERCIAL FILMS: 
OVERVIEW AND CONCLUSIONS 

"His radicalism is of the vaguest kind, 

and yet one always knows that it is 

there. That is the difference between 

being a moralist and a) politveiran. we 

has no constructive suggestions, not 

even a clear grasp of the nature of the 

society he.is attacking, only an emotion- 

al perception that something is wrong.” 


-- George Orwell on Charles Dickens 


Introduction 


In documenting the political content of ninety 
commercial films, the fundamental question to which we 
addressed ourselves was a deceptively simple one: "What 
Sin here of political interest?" We began witha inecess— 
arily broad notion of what political content was and attemp- 
ted to set parameters around the concept -- and bring or- 
der to our sample -- by grouping films together within 
five categories. Each category was felt to represent a 


particular mode and level of political relevance, beginning 
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Cowon iis (Of minimal political interest, proceeding then 

to three categories of intermediate interest -- social 
stratum On: sub-culture movies, melodramas with politically 
interesting sub-plots or implications, and message movies -- 
and concluding with a set of fifteen films which transcended 
the intermediate genres and were of sufficient interest and 


complexity to be deemed analytical. 


The analytical films, it was suggested, were 
typified by a "men against systems" theme and featured 
embattled, reflective, uncertain heroes attempting to come 
to terms with oppressive, pervasive systemic forces that, 
in most cases, seemed to prevail even when the hero was 
able to successfully Overcome the proximate source of 
Trustration or danger. Ihe message movies, we argued, were 
characterized by a dominant mood of apprehensiveness -- 
about fascist political movements, specific’ institutions 
of the state, and the shortcomings of legal systems -=- and 
typically presented a clearly identifiable point of view 
thaw was articulated without’ complexity or deptn. (he 
melodramas seemed to fall into two broad sub-categories: 
filme of crime and detection, Which werer characterized by 
an "anti-establishment" tone, a tendency to empathize with 
outlaws rather than lawmen, and a tendency to empathize with 
the poor rather than the rich; and films of international 


intrigue, in which "establishment" heroes did battle with 
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Pitergational Villains of ineorrigi bly wiolentepoliticad 


persuasions. The social stratum or sub-culture movies 


characteristically conveyed a mood of social deprivation -- 


a sense of hardship, social immobility, and limited options 


-~ but generally avoided identifying polittcal causes or 


solutions. 


Wereetypitaed by the occasional use’ of politically relevant 


hanes and 


Films of minimal political interest, or course, 


labels, and’ by the depiction of gross carica- 


tures -- usually villains -- of obvious and superficial 


political 


interest. This being the largest category in the 


sample, it is worth acknowledging here the argument that, 


Miedesense, Virtually every film can be regarded ac polit— 


Poms ea point made by Raymond Durgpat In Ay Ma rror tor Eng- 


lends and 


by Furhammar and Isaksson in Politics and Film: 


Cecil B. DeMille felt that. Hollywood cinema 
fon the Unpolinacal . Varlely) “Ole ted san 
excellent method of disseminating informa- 
tion about American thought and the American 
Wayvor, Life. President sukarn0mrss sai cele 
have stated that Hollywood films form the 
most efficient political cinema, as they 
keep the masses away from politics. Others, 
again, have suggested that Hollywood paves 
the Way for revolution in the developing 
countries by revealing most clearly the 
great gulf that exists globally between 
prosperity and poverty. It 4s hard to dis- 
miss any one of these ideas. 


It is indeed "hard to dismiss" any one of those ideas, 


not just with respect to films of little apparent ‘political 


interest, 


discussed. 


but with respect to all of the films we have 


One must emphasize, however, that such propos- 
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iGions, like so many about the effects of Films, are more 
easily stated than documented. They do serve to remind US, 
perhaps; of the’ importance of eConvextioteheactors..aniithe 
ultimate assessment of political content in films. Thus, 
the depiction of a corrupt policeman might be regarded as 

a routine aspect of American commercial releases -- of 
Prner political interest only;, the same kind of ‘content. in, 
say, an Egyptian film would be very political indeed;t and 
the very assumption that police corruption.is a.routine 
Saspeeriof Ameracan;films and) of Little. politicalvintkerest 


i5sitself)of some, significance. 


Having very briefly summarized some of our 
conclusions about the various categories of films, we now 
propose to examine the question of politics and film in a 
beoauer fashion... Ihe first. part of ‘the chapter wall be 
"date-based" in the sense that we shall discuss research 
findings that cut across categories--focusing principally 
on the depiction, of individuals in, or, aspiring.to, positions 
of political power, and attempting to place our research 
in the historical context of the mid-seventies. The second 
part of the chapter will consist of a speculative discussion 
of the implications of the research in terms of the way we 
view commercial films and the way commercial films may 
or may not affect audiences. When appropriate, we shall 
make references to the findings, opinions, and theoretical 


speculations of other students of film, with a view to 
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pointing out where some material is short-sighted and out 
of date, and where some of it contains insights that are 
particularly well-suited to a less limited view of the 
commercial cinema -- less limited because a more realistic 
NMOtAOnN OT polities is"emphasized, andva more appropriate 


sense of the cinema experience is articulated. 


POLLGELOIlans and DOLUeLes 


The first observation one must make about the 
FeevCliOn GtepOLLticians sin the films analyzed "1s *that 
petaticians are held in Very Vow regard. "Infact, there 
is simply no other sub-set of characters who are portrayed 
in such a consistently negative, and sometimes ferocious, 
Fashion. The extent of this state of disrepute will be 


evident in the following capsule’ descriptions: 


REMC Ne PreSteehe oS tene —— li Tome or 
course, is the quintessential political 
corruption -ririn.) Ur Che Major pole elea | 
figures depicted, only Hugh Sloan emerges 
as aman of “Some” integrity, and even he 
Has Lobe prodded. bro=come extent. by 

his wife. Democratic candidate, Senator 
George McGovern is shown in some TV 
footage, muddling through some of the 
lower points of his campaign. 


Breakheart Pass -- an exasperating Gover- 
hor. “John Fairchild," obstrucrs*® the Hormal 
operation of an army train and is 
ultimately unmasked as a key figure in 

a conspiracy to steal and murder. 


Call Him Mr. Shatter -- General M' Goya, 
the assassinated president of a fictitious 
African country, is deeply implicated in 
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drug dealing. M'Goya's assassin and 
Successor is his own brother, whose 
nefarious political ambitions require 
that someane else be blamed and 
executed. 


Dolenitecg=—iUMNrsi Big Jothevarch=valia in, 
tsrerthoroughlyscorrun.§ poLwhieran/ 
nobeter, vthe Mayor ot Chicago, 


jteseemedthikela Coodeldea atethes line .—— 
Sinclair Burton, a mayoralty candidate, 
is corruptly involved with the owner of 
anconstruction company: a) "ltWsethe, duty 
of thnegpoletietanitosrespondite the 
wishes of the people -- particularly 

Hee heVv re abner heat .peoo bec” 


The Killer Elite -- the endangered Asian 
politician seems to be a genuinely 
Lacalistre Japberal democrat,., but .onerot 
the clear themes of the film is a de- 
nunciation of all "power systems," 
America's in particular. 


Thesbeqendmot ebarigOtrande--aeanies 


nemesis, Jack McQueen, successfully cam- 
paigns®for Sherif fiz Lhesishaint Lexibile; 
deceitful, and corrupt. 


Mahogany -- aldermanic (and later con- 
gressional) candidate Brian Walker is 
the only unambiguously selfless poli- 
tical tcandidate inethevsanple. i eStatae 
he is an outsider fighting against 
corruption that is pervasive enough to 
be regarded as "normal". 


Nashville -= John Triplette,” Halt Pratias 
Walker's advance man, is the definitive 
screen portrait of the politician as 
shrewd, charming, unprincipled manipu- 
lator. Walker himself, though some 
aspects of his program are foolish and 
simple-minded, is a more ambiguous figure. 


The Pick-up -- an obnoxious, transparently 
hypocritical Senator appears in two 
sequences of the film; he is ready to 
assume any position on any issue, depend- 
ing an the disposition of the prospective 
voter. 
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special Section -- the major political 


figure is) ithe Minister or the interior, 

Une woveator of +the abominable. iksne cial 

section. Other political figures are 

portrayed. an ia.imore (favorable sqht,. but 

all are ultimately self-serving, in- 

effectual, cowardly, and unreasonably 

feSsponsive) to patriotic appeals: 

taxa Driver! =- Senator Charles Palantine, 

who successfully campaigns for the 

Presidential nomination of an unnamed 

DOLTLVGaL panty «1G .aL) good plone, 

charm,.and empty populist rhetoric. He 

is sold like mouthwash. 
AS alWays,, in the discussion of films, the mere description 
of a character does not tell the whole story, nor does it 
adequately convey the greater subtleties of some of the 
films under consideration. The mood of a film such as 
Taxi Driver, for example, suggests a far deeper sense of 
political indifference and alienation than anything one 
would gather from a capsule summary of Palantine’s role, 
or that of Betsy, the campaign worker with whom Travis 
Bbrcket Hac a flirtation. ‘there is cynicism ‘about, meni 
power that permeates films such as The Killer Elite and 
Three Days of the Condor and rather overwhelms the former's 


treatment of the idealistic, courageous politician, and the 


latter's ostensible faith in the New York Times. 


We have seen, too, that there are other films in 
the sample in which no elected or campaigning politicians 
appear, but which exhibit a pessimism about politicians and 


political institutions, and a sense of frustration and 
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impotence about what an individual can do about them. 
Thus, a Tilm such as» Hustle clearly implies the bankruptcy 
Dieamerican political institutions, with) the values, pre- 
ferences, and interests of "important" people prevailing 
Over those of the hard-working, disillusioned, "ordinary" 
taxpayers. Just as clearly, widespread corruption in 
Government 1S a crucial assumption of Abduction. The 
Seace wtself 1S a source of qreat-uneasey in most or. the 
message movies -- The Secret being a particularly good 
example.  Unflattering references to political figures 
also occur in a more casual, incidental manner in a variety 
of films, ranging from those of great warmth and humanity, 
such as Lies My Father Told Me ("What politician does he 
boVvemvLoupay of (. to voet out.of, this?!) tosthe coudely 
satirical, such as Whiffs ("The only time we delouse the 
Srtveic Onvelection day")... Ltalian socially Democrats .of 


Source. sare objects, of great sscorn and ridicule  theoughout 
Swept Away. 


Even in films with non-contemporary settings, men 
in power fare badly. In Barry Lyndon, power is ascribed 
rather than merited, and lesser mortals are shown as pawns 
in a game contested by elites. The narrator of the film, 
after describing the peasants and pick-pockets who comprise 
the English army, sarcastically chides those who dream 
about the glory of war: "It is with these sad instruments 


that your great warriors and kings have been doing their 
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murderous work in the world." Great warriors and kings 

fare no better in Robin and Marian (which at times seems 

to make pointed references to another Richard, more recently 
dethroned), and, in a more restrained view, they are merely 
pathetic and foolish in The Man Who Would be Kangu eine 
Pcnmiitree,” the sinister -quardians of Topeka in A Boy _and 
His Dog, seems cut from the same metaphorical cloth as 
Richard and his henchmen in Robin and Marian. And political 


Figures are foolish or sinister in Royal Flash, greedy and 


moeochruical ian the Moster! Gunfighter. 


Bluntly stated, and at the risk of some distor- 
tion, the image of men in power that prevails in’ many of 
the films. sampled is strikingly Lasswellian: they are 
almost always motivated by" private: interests.) andMthere 
fioeiveovare typicalty clothedim the rhetoric of concern 
Pores publre interest.) Lf 1s important ito (‘realize that, 
foOrmune most part, ithis rhetoric of concerniiis iprecieely 
that -- vaguely populist, broadly appealing, ostensibly 
Sincere, and patently insubstantial. In Lasswell's famous 
summation, of course, the transition from private motives 
to the public interest was mediated by the psychological 
processes of displacement and rationalization: private 
motives were displaced onto public ob Jeces mang erat ionalized 
in terms of the public interest. The notions of dis- 
placement and rationalization, however, seem too subtle to 


be attributed to most movie politicians, implying, as they 
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do, processes that are not necessarily willful and conscious. 
The overall impression of political figures that emerges 
here is a much cruder version of Lasswell's hypothesis: 

the mediating factors are absent, and a concern for the 
pUbRIO- interest is used in ‘a™-cool, calculated way to 
masquerade blatant self-aggrandizement. It is true none- 
theless, that this self-aggrandizement is characterized 
Wiogerentiy an) difterent films. In’ films as diverse as 
iteoeemed Like a Good Idea at the Time, Breakheart Pass, 
All the President's Men, Dolemite and Hustle, political 
fagures “are openly, or by implication, corruptly self-— 
serving. In films like Nashville and Taxi Driver, however, 
Uerrontk Conrupt Lon is not alleged —- "the ‘principal pol 
itical figures are self-serving in a manipulative, but not 


in @n illegal way. 


Closely related to this dismal view of men in 
ToVer is. OVeErely or by 2mplicalton, a (Cra cal aie wto | 
Preetora, polities. [his perspective as mesticeudely 
expressed in Dolemite, when the criminal mayor, who is 
widely believed to have done "so much for black people," 
shows the palms of his hands to his constituents and 
assures them, "When you go to the polls again, I want you 
tominowethat these Will still be clean.” Sohac electors) 
success, at the very least, implies a great deal of public 
gullibility. A less sweeping and more credible criticism 


is evident in the successful "mouthwash" approach to 
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Palantine's candidacy in Taxi Driver and in the successful 
efforts of Walker and his advance man in Nashville. In 
the;latter film, even the metaphorical implications imply 
SSerLeicion ot electoral politics --) a point’ Altman ihim= 
self has acknowledged in a Film Quarterly interview: "The 
wnNGle. point of making the political analogies to the 
POuntry-Weslern stars is the fact that people don't listen... 
it's a popularity contest. You take somebody and put them 
in a voting booth and what the hell are they supposed to 
know? How do you know if Gene McCarthy is for real or if 
Mensa, jerk? ~So what you really have is the majority of 
people constantly voting ataneG Something, evens 1 tei Gs 


just a new idea." 


If the point of the whole exercise is a "popular- 
ity contest," of what consequence are political programs 
deeotathonns: Very li ervey ent Would seen s0ny tne 
principal characters in Nashville, Hal Phillip Walkers 
platform -- the most well defined in all the films sampled -- 


seems irrelevant, though he appears to have won some pri- 


6 In Taxi Driver, we have 


Maries on the strengthvorT at. 
seen, Palantine is running on a slogan and an image, though 
his "mandatory welfare program" is mentioned as an issue. 
Significantly, Travis Bickel allows that the latter is a 
good program, while acknowledging complete ignorance of 


its substance. Elsewhere, programs and slogans perversely 


camouflage the real politics of the person in question. 
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The mayor in Dolemite is ostensibly a champion of blacks, 
but in reality a murderer and a racist. “The ‘candidate 

in It Seemed Like a Good Idea at the Time is chairman of 
aeeomnitree to preserve historical buildings, but he is 
really working hand-in-glove with developers. The law 

and order candidates in The Legend of Earl Durand and All 
the President's Men are themselves lawbreakers. "Reasons 
Of state" are used to justify heinous crimes in Special 
section. A highly touted low-income housing project, in 
Abduction, is really a luxury complex for the very wealthy. 
Notwithstanding all this duplicity, many of the political 
Figures we have referred to appear to be very successful -- 
electorally and otherwise. Walker is a phenomenal success 
Mievacnvalile. Nixon traumphs at the polls in All the 
President's Men. Palantine wins the nomination in Taxi 
Derver.. ihe politicians tof Special Section fave; Eheiriway 
and escape post-war retribution. The only political fig- 
ures who are not notably successful in the films in which 
they are depicted are the two most ideally portrayed: the 
iybonal idealist in The Killer Elite is’ out of (power and 
struggling to form an opposition; his life is in danger, 
and he seems almost resigned to martyrdom; Brian Walker, 
in Mahogany, loses his aldermanic Did. e@ngers snug) «On 
Congress when we last see him. In the context of many 
commercial films, then, politicians may be wicked, but 


the public can hardly be credited with good judgement. 
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logwhat \dolwe)attribute othisi dismal fviewrof pol- 


IeLevans and politics? dinvthe labsence tof ehardudatas ha 


tentative and speculative answer is all that can be offered. 


Since the films that have been discussed went into release 
duringelate 19/5eand ‘early —1976;eand lsincesamany vof ithem 
would have been conceived and executed over a period of 
two years -- sometimes more, sometimes less - prior to 
felease, itvis\ tempting! tovattribute etheir bleak @interpre-— 
tation of politics to the simple fact of the Nixon-era 
scandals and turmoil.’ There is more than a little truth 
Mi tnis explanation. This was, after all,,the era of “My 
Lai, Attica, the Pentagon Papers, the attempted assassina- 
tion of George Wallace, the Spiro Agnew scandal and 
RBesvOnacion, the: myriad of disclosures, scandals) sand 
resignations associated with Watergate, the overthrow of 
the Allende government in Chile (with allegations of 
American involvement), and Senate investigations into the 
qecamipres of the Co .1. Aas or. 8. l.,.andassortee other 
intelligence organizations -- and this list, of course, is 
neither complete nor detailed. It is hardly surprising, 
in one sense, that events of such notoriety should have 
entered the consciousness of film makers and virtually 
overwhelmed any complacent or idealistic notions of what 
politics and the world were "really" like. Nor is it sur- 
prising: that this disillusionment should be most dramati- 


cally evident in the American films in the. sample. Indeed, 
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we have already seen that directors such as Robert 
Altman (Nashville), Sidney Pollack (Three Days of the 
Condor), and Robert Aldrich (Hustle), have effectively 
admitted a connection between these "headline" political 
events and the evolution of screenplays and shooting 
scripts; and the evidence for such a relationship is no 
less convincing in the case of several other American 
hiinse( Dolemite, [hesKiller)Plite, and /AJBoylandyhis@Dogs 


for example). 


While the "Nixon-era" explanation is valid up to 
evooinc, Nnowever, @i cannot stand without qualification. 
Pairst, it raises the question of whether those films 
which originated in countries other than America reflect 
aeroenecit rably different political ‘sensipvlity.. ~inwvother 
words, having grouped films together within categories -- 
regardless of each film's country of origin -- and having 
attempted to contrast political content among the several 
Bacegqories, atimay be instructive to present aybriet sover— 
View of the sample, using “country of |) origin” as, a variable: 
A second question that must be considered is whether the 
dismal view of politics we have noted is peculiar to’ thas 
partacular stage of film: history, in, America particularly; 
or merely a contemporary variation on an established 
Cinematic theme. If the latter is the case, of course, 
the "Nixon-era" explanation is rather less satisfying, 


though it retains some validity. Let us consider these 
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naeSstionsfin turn. 


Political content and LeOUnELY, Of <OENGiIit 


It will be evident by now that American films 
dominate the sample. Of the ninety films examined, Fifty- 
four are American productions, nineteen are British or 
British co-productions, only four are from Canada, and 
thirteen are from other countries -- principally France and 
Ptaly;coreFrench=Italian co-productions.® (The percentages 
ate: American == 60.0%; British. -- 21.1% 3;-Canadian, -= 
aeons vandeOthers =-=-.14.4%.). In view,of thervolume of 
Film product from each country, the only meaningful com- 
parisons that can be drawn are between the American and 
Braprsh) films./eNot onlyvane “there sufficizent numbers of 
films from each of those countries to form a basis for 
comparisons, but it seems far more likely that such con- 
trasts will not be severely undermined by the problem of 
selectivity of releases -- i.e. we have certainly gotten a 
reasonable cross-section of American releases from the 
period in question, and probably a reasonable cross-section 
of British releases; but the several French and Italian 
releases are undoubtedly a highly select representation 


of the large number of films produced in those countries 
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during the period under consideration. Certainly films such 


as Special Section (France) and Swept Away... (Italy) seem 


to reflect indigenous political concerns, but one can 
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hardly offer even a tentative generalization about the 
Pee tana Cinéma of this period solely on) the basis (of 


DWeDtAWaYs.., lhe»Anti-Christ, and Bey Ones chen DOOrs aT 
about the French cinema as represented by Special Section, 


and The Story of Adéle H. The French-Italian co-productions 
=— Ime Night Caller, Ihe Secret, ‘and Down. the Ancient) Stairs 


Zeceonolicavce this problem rather than simpbity it... Even 


Poe Canadian, films -- Sudden Fury, Lies My Father Told Me, 
mecommendation for Mercy, and It Seemed Like a Good Idea 


at the Time -- constitute a sub-set that is too thin for 
Beacoianle; generalizations sadly) even if One were prone 
to generalize on the basis of such a small number of films, 
one would be hard-pressed to discern a particular Canadian 


Sensibility underlying them. 7 


With respect to the American and British films, 
mena revealing, tirst of jall, jlo examine, Che contrasting 
Gectpibution, pavcterns for those films=in relativon toethe 
Various cateqoriés of political, interest) (see labile 1) 10 
ftv is clear, forcexample, ‘thatsthe British fiims (in our 
Sample were far more likely to be of virtually no political 
interest than were the American films -- 47.4% versus 24.1% 
-- while at the other extremity, the proportion of American 
films that were designated "analytical" was double the 
proportion of British films so classified -- 20.4% versus 


10.5%. Proportionately, the American films were more than 


twice as likely to be of the "melodrama" variety, and 
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almost three times as likely to fall within the sub-culture 
set than were the British films. By way of sharp contrast, 
tie Bratish films that were of any political interest tended 
to be message movies -- 21.1% of the British films were so 


categorized, compared with only 5.5% of the American films.tl 


Even allowing for the possibility of "mistaken" 
or questionable classifications of films, these differences, 
especially in the light of the detailed consideration of 
each film,, seem to indicate a certain political robustness 
in American films, at least when compared with those em- 
enacting from BritaLn'. This is particularly clear when one 
takes into consideration that, of the two British films 
designated "analytical ,“ one (Barry Lyndon) was directed 
by an American from his own screenplay, and another (The 
Devil is a Woman) was a co-production dominated by Italian 
creative personnel and, one suspects, Italian religious 


and political sensibilities. 


It is interesting toa note, too, Ehat of the ten 
British tilms that are not in the minimal anterest category 
—- 1.6., those which were, in some sense, of political 


interest -- six have historical or fantastic settings 
(Royal Flash, Listzomania, The Rocky Horror Picture Show, 
Man Friday, Conduct Unbecoming, and Barry Lyndon), and 


only four have relatively contemporary settings (The 'Human' 


Factor, Caravan to Vaccares, The Devil is a Woman, and The 
£aClor, Laravan to. vactes 
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Romantic Englishwoman). Of those four, three are inter- 
National co-productions, and, with the exception of ihe: 
Romantic Englishwoman, none are about Britain, British 
pPeedicanents ore British, people... yihe. Wevl Leis) a) Womans iS 
AietolWlan Slory. Nmitten and, directed by wltalaans.. 
Caravan to Vaccares and The 'Human' Factor are two of the 
seven melodramas dealing with national or international 
intrigue, which, it may be remembered, were relatively 
conservative "action" films featuring endangered American 
heroes.t4 In terms of the nature of their SCULINGS. 0 Le 
American films that were of political interest were far 
more likely to be contemporary; 60% of them clearly had 
modern settings, while only 40% had futuristic or historic 


settings -- even if one includes as "historic" those films 
set in the relatively recent past (Cooley High, Lucky Lady 
and The Hindenberg, for example). 


o.sum upjcthe Bratish films sinoun samo lex tended 
Lobe of sess political ginterest. than tne VAmerican hi ims . 
When the British films were of political interest, message 
movies with non-contemporary settings were the preferred 
mode. Political content was far more likely in American 
movies, and far more likely to be either analytical, in 
the sense in which we have used that term, or included as 
a sub-plot within "non-political" melodramas. The politi- 
cally interesting American films tended to be more contem- 


porary than were the politically interesting British films; 
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when the latter were contemporary, they tended to eschew 
veEecrsh" peontent.,, Interestingly, the Briticoh films that 
were of no political interest were overwhelmingly contem- 
porary: seven of the nine “minimal interest" British movies 
had contemporary settings, and one of the remaining two -- 


Welcome to My Nightmare -- was actually a filmed contempor- 


Saye pop, concert. 


setting aside now the contrasting modes of poli- 
tical expression between the British and American films, 
what can be said about the content of the British films 
Benscidered? Stemming, no doubt, from’ the historical 
nature of much of the material is a tendency to examine in 
a satirical or critical manner the heyday of European 
colonialism and imperialism, with allusions, of course, to 
Britains former status as one of the great international 
powers. In varying degrees, thas Cheme eppears) in Royal 
Flash, Man Friday, Conduct Unbecoming, Barry Lyndon and 
cisztomania, and there is evenian allegorical’ remnant ef 1% 
in The ‘Human wef actor ~whern the fiilm' symajom British ystar’, 
John Mills, soberly and ably lends a helping hand to the 
younger, more aggressive American hero. A second aspect of 
the British films is a tendency towards relatively explicit 
references to class differences, which is evident in Conduct 
Unbecoming, Man Friday, Royal Flash, Lisztomania, Barry 


Lyndon, and The Romantic Englishwoman. This is not to sug- 


gest, however, that these films are about class differences, 
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or that they discuss class differences in an analytical 
Fashion; one is suggesting, rather, that class differences 


are mentioned explicitly in those several films, sometimes 


in a very casual and -- especially where royalty is in- 
volved ==" jocular’ way. “The best of them, Barry Lyndon, 


goes well beyond such casual mentions, and confronts some 
basic questions about human nature and the possibility of 
social order and justice. Also, one would not wish to suggest 
Beat sones Gritish films are unique in their allusions to 
class differences; many American films imply such status 
differences within society, though a different nomenclature 
is typically used -- "aristocrats" become "big shots," and 
terms such as "the bourgeoisie" are never employed. One's 
impression, nonetheless, is that class differences are not 
as explicitly evident in American films; and when class is 
avigded to, it tends to be depicted as a potential lyvera— 
dicable (or accessible) consequence of achievement, rather 


than an indelible and unattainable characteristic of birth. 


Films such as Barry Lyndon and Ihe Devil is a 
Woman, we have argued, carry implications that admittedly 
transcend mere current events, and are, at any rate, rooted 
in what seems to be a contemporary filmic predilection to 
pit men against systems. For all that, it is a curious 
aspect of the British films in our sample that one is at a 


loss to discern in them any content that seems unambiguously 
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grounded in contemporary British political realities. 
Assuming, as before, that British films were conceived 

end produced during ya periad of twolyears “-imore .or,lese —-= 
prior to their North American release, and assuming that 

one can reasonably expect contemporary events to have an 
opaet: on tiims produced, ina particular country, yone 

might look for traces of: a host of very grave economic 
problems, including crippling nation-wide strikes.and the 
temporary implementation of a three-day work week; a nation- 
al controversy centering around the terms negotiated for 
Beitaia's entry into, the Common,.Market; and, not least of 
all, the "troubles" in Northern Ireland and related demon- 
Sstrations, bombings,,and political controversies -= e.9q,, 
provisions for internment without trial -- in England it- 
sei (Again ,wthis Jastyis not intended tovbe complete, or 
Getaried.) “We,are,.at a Joss, to discover evenga fine vor ‘sich 
Gontroversiés in the British films analyzed. , [hough this 

is arguably a consequence of our relative distance from 
British political events, which might impede perceptions of 
Jatent. political content in particular,,other explanations 


seem more likely. 


First of all, the dramatic political events in 
Britain may have seemed immensely complex, sometimes belying 
hope of solution, and never tending towards solutions that 
were broadly accepted. By way of contrast, the Nixon- 
era turmoil seemed relatively clear-cut in terms of who was 


to blame for what; and, for a time at least, the defenders 
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of the Nixon administration, the F. B. Evy tmesG.eL.oh. 
the Vietnam War, and so on, were in disgrace. It is a 
plausible hypothesis regarding politics and film that the 
broader the apparent national consensus on a political issue, 
and the more apparent its resolution seems to be, the more 
likely it is to be reflected in popular cinema. Indeed, 

this may be one reason why the Vietnam War itself was al- 
most (but not entirely) taboo in American films while the 

war was actually in progress. > Such a hypothesis must be 
qualified, however, by the realization that films such as 
Taxi Driver, Nashville, and Hustle, do not merely reflect 
what may or may not be a popular consenses (if indeed they 
reflect it at all); they go well beyond reflection, into 

an attempted exploration of the roots of the contemporary 
predicament. Moreover, the consensus hypothesis may be 

far too general: it may be applicable to All the President's 
Men, which neatly packages an explanation of the "problem" 

of Watergate, together with a comforting solution (though 

it doesn't just do that); but it may not be as applicable 


to many of the other American analytical films, which avoid 


solutions altogether, whether comforting or otherwise. 


A second possibility is that the "unEnglishness 
of English films" may have less to do with the absence 
of consensus than with the exigencies of film financing 


and marketing. In a 1974 article in Sight and Sound, for 
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example, British director John Schlesinger was quoted as 
having said that "British films" -- defined by the author 
of the article, John Russell Taylor, as "Anything made in 
Britain, with British actors, accurately reflecting a 
contemporary British scene" -- were regarded as "box office 


poison. "24 


Hence, said Taylor, the British concentration on 
costume pictures (i.e., those with historical settings) 
and science fiction -- a point that adds emphasis to what 
we have already said about the British films in our sample. 
By the same token, American films dealing with the contemp- 
orary American scene are regarded as highly marketable 
international commodities.l5While this may have something 
to do with the way American films are marketed -- to say 
nothing of the star system and the complexities of film 
financing -- one suspects that it has as much to do with 
the fact that, for international cinema audiences, America's 


problems are more glamorous, more compelling, more familiar 


and more palatable than are Britain's difficulties. 
Politics in American films: variations over time 


Having argued that British films in our sample 
betray no clear relationship to contemporary British pol- 
itics, and that the American films seem rooted in Nixon- 
era scandals and controversies, there remains the perplex- 


ing question of whether the political content in American 


films is really very new. It may be, after all, that we 
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have simply observed a phenomenon that has been character- 
TSue or sAmerican filme wor quite la ddng tame —-- that it 

is not so much a matter of American films PenLeoling) con- 
temporary politics, as contemporary politics fi Cling) a 
Suereotype Or politicians’ ard politics: that hasebeen a 
staple of American films for decades. Since we have system- 
atacally examined only a small set of films from a brief 
period in film history, our comments here must necessarily 
be tentative and highly impressionistic; and we shall have 
tCowrely, to a Limited extent, on observations by other 


SEeuaenus. Of film. 


Pricennodemo sn as termi iin History Om eeiTesuimiemna 
ecm hus Uragins to lo/Uot or example, athough Matconrains 


moe general discussion of ‘politics in ‘cinema, ‘offers 
occasional insightful or provocative observations on the 
matter. For one thing, Rhode arques that American films 

of the early nineteen-sixties marked an important departure 
from the political limitations of the "old Hollywood.' 


The Manchurian Candidate, for instance, 


contains an attack on the electorate's 
trust in ats politicians; “and! thesvalue 
of this criticism has been confirmed by 
the mystery that still surrounds the 
assassination of John F. Kennedy, or 

the revelations of the Pentagon Papers 
and the Watergate affair. But, just as 
importantly, its debunking typified a 
distrust “of politicians “thatthe vold 
Hollywood would never have allowed, an 
awareness of how inadequate human beings 
may well be in controlling the technolog- 
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ical power, that Kubrick was (to play 


with in Dr. Strangelove and Sidney 


Lumet to embroider on more solemnly 

Inghaul Sate (L963). where al terrible 

dream about nuclear destruction is 

qeCLeG LOUL iy reality les tassunptvons 

Undertre rank lin a. .schataners enie 

Best Man (1964), based on Gore Vidal's 

play, and Theodore Flicker's more light- 

hearted The President's Analyst Ghee Ree 
Though political scépticism or cynicism does seem to have 
been advanced with some vigor in the sixties, the allega- 
Pioneathat a distrust of politicians would not have been 
"allowed" in the old Hollywood will not stand up under 
scrutiny. Besides being contrary to personal impressions, 
meusecms Contrary to: the Tacts’ -~ Leslie. Halliveriy~ in his 


eneyelopedic Filmgoer's Companion cites’ no Tewer than 


Sixteen titles as examples of "the many films alleging 


nt 
? 


Grate and Corruption aid the U.S. among them are many 


well known films that pre-date the sixties by many years, 
including Mr. Smith Goes to Washington (1939), Citizen Kane 
CI941) State ‘of the Union (i948), “and All the*Kang™s Men 
Cobia Aide ais Trevreuror=e-pre= Prob len Film in Amerpea,.] 
first published in the early nineteen-sixties, Richard Dyer 
MacCann was moved to complain that the "American screen has 
rarely presented American politics with any depth of under- 
standing. The prevailing tone has usually reflected the 
feeling of many Americans that politicians are shifty, 
suspicious characters but relatively unimportant. "18 Though 
one would question MacCann's suggestion that politicians in 


American films are "relatively unimportant,’ the observa- 
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tion that there is a tradition of "shifty, suspicious" 
political characters in American films seems Fundamentally 
correct. That tradition may have been amplified in more 
recent times, and it has certainly been highly visible 

during the past decade, not only in the films we have exam- 
ined in detail, but in some of the great commercial successes 
that pre-date the films in our sample. Examples which 

eove readily to mind anclude Bullitt (1969); Walking Tall 
fs ihe Godtather ;iPart.11 (1974), Chinatowm (1974) 


amar Jaws, (1975) 


Let may Well ibeyubab there vane lat least Tyo 
identifiable traditions (or "prevailing tones," in MacCann's 
wonde)yrelaving ta the depiction of. politics ini American 
films. On the one hand, there is the stereotype of the 
Journey, SuSpICLOUS ¥ DOLItMCLan.  nepresented inwene, present 
sample by films such as Dolemite and Breakheart Pass, and 
by films as diverse in time and. atmosphere as Mr... Smith 
Goes _ to Washington and Walking Tall. Shese are the films 
which allege individual corruption and which offer simple 
solutions: the hero -- violently or otherwise -- overcomes 
the, politician and his, allies, and all is wel oA connupt 
individual is undone by a self-righteous individual. The 
second tradition, we would suggest, is less well established 
== indeed, it may be premature to refer Cori as) a tradqitich 
at all. We are referring to the "men against systems" 


theme, represented in the present sample, of course, by many 
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of the analytical films, and very evident in a variety of 
other nineteen-seventies films such as Executive Action 
Wego) lhevrarallax Views The Conversation, Serpico, and 
Chinatown -- the last four all released in 1974. What 
seems unique about these is the pervasiveness of the 
"problem" confronted. (outright paranoia is an aspect “of 
some of them) and the insistence that everything is very 
Geqanately not all raght’ in’ the end: there may not bea 
Sortie von, and If “there! 1.6, 2t ‘may not pe within ther Nero's 


grasp. AS Ones linc CuWrote Of,.LiemRarad.laesoke ur, 


Frank Capra”s American boy isn't 
going to rise up and save the day. 
Now the bad guys are smarter and so 
powerful that good intentions and 
native intelligence won't see him 
through. ©He can't even be the anti- 
hero of the fifties and sixties, 
holding his own in an absurd society, 
for the society has become too 
threatening. This time he's.a 

VEG Urns 


The hero-as-victim motif is, we have seen, closely associated 
with the men-against-systems theme in many of the analytical 
faims in our sample; and it is a motif’ that seems toe signi- 
fy something more substantial than the mere absence of a 
simple-minded "happy ending" -- namely, pessimism or pro- 


found uncertainty about the future. 


One would not wish to claim here that the men- 
against-systems theme, and all it implies, was unheard of 


in American films prior to the seventies. Citizen Kane, 
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mop .example, imay be an CODLTEr  COMMLEXma We anCe yam Gus—s) 1 
the term "system" is extended to include all environmental 
factors -- it may be that the theme is a fundamental char- 
acteristic of most American art, including films and 
literature. What we do mean to argue, however, is that 
1974 and 1975 seem to have been vintage years for men- 
against-systems films with typically pessimistic or ambig- 
Hous outcomes. Of the twenty, most popular 29 Ramee to a: 


Tor example, at least six were,variations on that theme -- 


meopscOy ihejLongest Yard, Ihe Iriel of Bullye Jack, Chinas 
mows, eeennyoand. Ihe Godtather, Part lis Ig7oic twenty. most 
successful films included One Flew Over the Cuckoo's Nest, 
Dagavay Atternoon, Ihnee Days of athe) Condor, Wustie sand 
Barry Lyndon (a, "British" film scriptedland darected. by 

an American), along with two other politically interesting 
films,that do not quite fit the men-against-systems pattern 
-- Shampoo and Jaws. In sharp contrast, 1973 and 1976 
appear to have been transition periods. fhere was com- 
paratively little of politicalsinterest lanong yl? oo eg ouenuy 
most popular films -- the police cycle was winding down, 
with success stories such as Magnum Force and Walking Tall, 
and there were two "liberal" movies, The Way We Were and 
the Woody Allan comedy, Sleeper. A more telling transition 
may have occurred in 1976, the year of Taxi Driver, Network 
All the President's Men, and Rocky -- the beginning of the 


end, perhaps, for the victimized impotent hero, followed 
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by a stirring reaffirmation of the possibilities of heroic 


achievement. 


There have been many, many American films released 
Vet the past several years, of course, and -= in the 
aeeemee Of la systematic Longitudinal study, —- vt would be 
foolhardy and indefensible to retrospectively "shcehorn" 
PawerhconuhnemdatLe categories. Still, in the case of the 
femeed number of Talms that: carry political) implications, 
and within the limitations of personal impressions and 
the present research, one cannot help but conclude that the 
Nixon-era scandals and controversies had unmistakable 
effects -- effects that are not as evident prior to 1974 
and that seem to have dissipated towards the end of 1976. 
It must be remembered, however, that even in the case of 
DoliLacally interesting films, the discovery of “thematic 
Consistency should not obscure the fact of ‘Nndavadual 
differences -- differences which would be evident in the 
film-by-film consideration of most of our sample. tMhere 
remains, too, the question of whether the broad thematic 
consistencies and variations we have identified, or the 
Epecific political content: of individual films.) can be 
presumed to have any impact on audiences. Speculation with 
respect that question will be an important aspect of our 


concluding remarks about the implications of this study. 
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Politics and commercial films: final observations 
Sire wee eee er Ne OD eer Vane one 


Without presuming to have exhausted the political 
content that can be gleaned from the ninety films studied, 
and still less to have answered or even raised all pertinent 
questions about the relationship between that political con- 
mented the real world of politics, itis appropriate now 
that we consider some of the implications of what has been 
saldeso Tar. “Wei shallado this by setting oultifivelgeneral 
propositions pertaining to: the volume or frequency of 
political content in commercial films; the necessity of 
rooted broad constructiom on the concept *'potatical’: the 
inadequacy of "conservative" or "escapist" labels as des- 
criptions of commercial film content; the need to go beyond 
Varaativons. “in explicit) political’ content (to al'consideration 
of “other Variations, related, for example, to the. way 
pratvreupal characters functions and? the*aimportanee “of Tre— 
opening the whole question of the potential effects of 
political Content on what ws really a, variety of vaudlences 
Clearly, these several propositions are interlocking rather 
than mutually exclusive. Statements about the volume of 
political content are obviously and inextricably bound up 
with the question of how political content is to be defined; 
and the question of whether content can properly be designated 


“escapist” implies fundamental questions about the function 
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of content for audiences. Together, the several propositions 
constitute a reflection and elaboration on our own research, 
a reflection on the findings of other researchers, and a 
comment on the directions future research might take. They 
also constitute a challenge to what may be fairly character- 
ted as the |"conventional wisdom" about political content 


maecommercial films. 


igevewiS a gpeguydeal more politicalpoomrent..in 
conmercial ;films --_and,a greater variety of ,palitical 
Scprent —-= thanyis typically recognized by «students af 


politics. We are assuming here that the virtual neglect 

Gf commercial films by political scientists can reasonably 
Dematvtributed»to.awfailure to recognize the wealth of, 
pobitical connotations to be found ini this medium, ethough 
the neglect may also stem from an understandable scepticism 
about whether such content is likely to have any measurable 
impact. The question of impact shall be considered presently; 
for nov, we shall linitweunselves to thevclarm (thats — from 
the subtlety and grace of The Story of Adéle H. to the vul- 
Gapity of Abduction, from the single-mindedness of ihe 
Master Gunfighter to the richness of Nashville - we have 
demonstrated a diversity of political content heretofore 
infrequently acknowledged by professional students of poli- 
tics. Also, the discovery of this content cannot signifi- 
cantly be attributed to idiosyncratic factors, such as a 


unique affection for politics and film: whether recognized 
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Depolitrcal scientists! or mot. the political and. social 
Significance of films is, we have seen, Frequently and 
readily grasped by professional film Critics... and we “have 
been able to garner support for our inferences from a 
variety of such sources. Though this method of "informal" 
content analysis is not without its attendant problems and 
Femains highly subjective, it) has the distinct virtue of 
Pompe tng one toy treat "film as film, "in the words jof Wi. FF. 
Perkins, rather than limiting one's observations to what is 
Sericuly Verbal. Coincidentally... an approach ‘simrlar to 
this was recently advocated -- and forcefully so -- by a 
sociologically-inclined student of the medium, Andrew Tudor, 
who denounced as "pernicious rubbish" the tendency to ex- 
halt rigidly formal content analysis over and above the so- 
called "random perceptions of the inferior critic." 41 We 
would argue, following Tudor, that the “insights and .in- 
berescs wf film criticism” can ibenefit political iscience. as 
Wellsas sociology), and we would heartily ‘concur with) his 


suggestion that the "everyday" cinema warrants serious 


aAceenclons 


A sensible approach to the political content of 
commercial films necessitates a sensitivity to a variety 
of politically relevant material -- not just the material 


that is political in the most obvious sense. Whereas in our 


first proposition we are stressing the importance of a 


sensitivity to the complexity and subtlety of film as a 
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medium, here we mean to stress the limiting nature of a narrow 
Gefinition of politics, “There is evident, for example, among 
those who do acknowledge the importance of politics and 
commercial films a tendency to give short shrift to most 
Enas Of “political “content. Thus, a dichotomy may be set 

GUt between those-films which have a “clear political pur- 
pose” -- films which are about politics in a very obvious 

way, and which consequently warrant serious consideration -- 
and "entertainment" films, which have political concent 

that can be summarily dismissed as "prodding in the direction 
Secoonrormity: and reinforcing traditional social values .24 
It does not seem to be the case, however, that films can be 
so eaSily dichotomized -- indeed, it has been a central 
argument here that there are gradations of political interest 
and various modes of political expression, only one of which 


fere~emolified by firims whieh are politically Yernqaged™ an 


the manner of Swept Away... and Special Section. 


The, binitetions (of such va dichotomy tare: less 
severe, of course, to the extent that expressions such as 
"Clear political purpose" are interpreted in a reasonably 
broad fashion, and to the extent that films consigned to 
the second category are analyzed rather than dismissed 
outright. If, on the other hand, only the Wertmuller and 
Costa-Gavras films, and possibly Robert Altman's 


Nashville, are thought to have a "clear political purpose,' 


he 
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and if, everything else is facilely dismissed as "system 
supportive,’ we will have ignored political and social 
points of view as diverse as Gordon Parks' treatment of 
growing up in Harlem (Aaron Loves Angela), the "leftist- 
squelching" histrionics of Sky Riders, the anti-hanging 
sentiments of Recommendation for Mercy, and the morose 
lamentations of Hustle. In terms of any interest in film 

as an art form, one can cheerfully ignore all four of the 
Films mentioned, and many others in the sample, for that 
matter; but in terms of film as a conduit of political 
content, all four warrant attention, and none of them is 
adequately described by the simple notion of prodding in the 
direction of conformity (though that may be one aspect of 
audience response to them). It goes without saying, of 
Bourse, that one need, not, “approve” of, or agree, with, the 
HoOtitical content .one detects in films. but tsurely -Chat 
should not preclude analysis. The view that serious polit- 
ical films are those which challenge audiences, raise con- 
sciousness, attack “existing exploitative systems" -- a view 
that is apparent, for example, in Gay's discussion of pol- 
itical content in the Swedish cinema*2- is extremely narrow, 


and may well exclude, among other things, the likes of 
Triumph of the Will. 


Another aspect of a broader conception of the 


political, should be a recognition of the fact that the des- 


Gavpcvon of “certain social and political situations, and the 
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Statements, points of view, or even theoretical stances 
Piereig implied, should be regarded as televant even in the 
apsence of explicit, prescriptive material?4 Which is to say 
that a film which shows hardship (Cooley High, for example) 
may not be politically inconsequential, even though such 
hardship is never explained, confronted, or resolved in 
epvious political terms. Similarly, we would argue that the 
Gepiction of the Triplette character in Nashville, over and 
Peememaryeotiver NOlrtical significance that miqht be attri- 
DUted to the film, is a revealing and unusual description of 
politically relevant processes of interpersonal influence, 
though those processes are not overtly analyzed. And a 
Pomecsvcnas waxi Driver, though hardly original ain its 
Frustration-aggression overtones, allows us to vicariously 
experience frustration, anger and impotence with an inten- 
sity that, if we are fortunate, is outside the range of our 
normal experiences. Nor should the examples cited be taken 


to mean that the only relevant film content is that which 


is somehow "realistic." Nightmare fantasies such as A Boy 
and His Dog -- or, less recently, A Clockwork Orange -- can 


be far more provocative than the most detailed, realistic 
fiction. As in the case, of historical Tilms.such as Robin 
and Marian, most filmgoers may or may not be able to decode 
the allegorical implications of such material, but many 
people may relate nonetheless to the mood of the work -- 


the sense of lost ideals, of the crimes committed in the 
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name of patriotism and order, and of the moral choices men 


must make. 


Terms such @s the “mood” of a film, or, a "Sense" 
of lost ideals, imply finally that we have to be as sensi- 
five sto the ‘texpressive!..and "nermative" components of film 
content as to its cognitive component4? Loa tite pe creda lLreds: 


Por--exanplejethat)in terms of «the cognitive content of One 


iEcimUver thestuckoo' seNest,.McMurphy, the thero,pis a’ convic= 
Peoamerininals: one would suggest, .however,,*thatithis is of 

no real consequence to most members of the audience -- most 
cf us are probably emotionally involved with him as a funda- 
mentally blemeless free spirit, and normatively we tend to 
positively evaluate most of what he does, including what 

we know of his dubious past. Ina Sense; Whatytsespolatical 
about Cuckoo's’ Nest is ithe. feel of (at,--=,theydiscontent with 
conventional values and established authority, and the 
€elebrationvof.rebellion.«. Mahoganyx,is;another*interesting 
C@asevin point:.,ascognitive,reading of its: content would 
jakedyymake)itgappearpte besvery politicalyingeed,a- elec- 
toral processes are involved, we get some notion of politics 
aeagroupaconflict,, and thee filmpistonpthesside) offs cium ten— 
ants and against developers; but in terms of the emotional 


impact of the film, romance and glamour seem to be the sub- 


Stancerof; it. 


The whole notion of commercial films as "conser- 
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vative" and/or Nescapist" -- whatever its validity may have 
been in the past -- needs to be modified and brought Due 


Gate. AS ludor has said of popular culture in general and 
Brims in particular: 

It is commonplace to see popular cul- 

Eure vas basically inteqratvive,. as. con— 

serving and supporting the given in- 

Stituvtions, of society. sMost, “mass 

culture' views in some way approxi- 

mate-this image. But often they do 

not specify the detail of the mechan- 

isms involved; they claim simply that 

mass iculture ig escapist jot thataiit 

is fundamentally 'conservative'. The 

absence of detail in such argument is 

disturbing. It suggests, as always, 

that knowleddae has been replaced by 

assumption. 
Though they are often used in tandem, the adjectives "con- 
servative" and "escapist" need to be considered in turn. 
If "conservative" means simply "non-revolutionary," the 
point is readily conceded -- certainly no films in the pre- 
Sent sample ‘clearly exhort audiences to revolution. But 
if “iconservative'. is taken te be descriptive of “those “who 
are more or less satisfied with the existing social order 
and who wish to preserve it;' as compared with those "whom 
#his order does not suit and who wish to. change it{'4/one 


cannot agree that all, or even most, commercial films 


warrant the description. Films as diverse as One Flew Over 
the Cuckoo's Nest, Dog Day Afternoon, Whiffs, Nashville, 


The Romantic Englishwoman, ADGUCC LON »p se UD StICK sala aD 


Driver -- to name just a few -- do not seem especially 
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enamoured of the existing social order; they seem unmis- 
Peleablyocrubicalsiof it..) To bewsure, the erdticisms iarei not 
structured in the manner one would expect inj. Sey avin ode it = 


ical tract -- and in some cases they may appear foolish and 


trivial -- but they can hardly be construed as conservative, 
at least with respect to content; whether they are conserva- 


tive in terms of effects is an entirely different question. 


Thevidea of commercial films as primarily escap- 
ist is one of the venerable clichés of film studies, 
though recent literature suggests it may be on the wane. 
In his literate and cheerful survey of America in the 
MONS, 1 Or Example, Michael Wood puts they “escapist” quec— 
tion in clear perspective when he asks, "Why is pure escap- 
asm so difficult,ain, movies?4) Why, does. the: Lusitania, keep 
SuiniGino? in, films that) real lyn have, no, icalde if OTs ative xe. 
[Why] bring upi the questaion,,o¢ race\atyalideanathermomies, if 
you just want to make money and keep people happy?" 2"rt is 
not that the movies mean to trouble us, Wood argues -- and 
he is not talking principally about modern films at this 
point -- but "beneath the comfortable accommodations of 
their plots lurk stubborn social realities which Hollywood, 


like most. of us, can't,quite face and,certainly can’t make 


go away." From our own sample, Three Days of the Condor 
and Mahogany may be excellent examples of the problems 
Hollywood "can't make go away" -- both are "escapist fan- 


tasies," one might argue, with big stars and glossy produc- 
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tion values, but each has troublesome questions lurking 
within and beneath its plot. Instead of dismissing such 
films as escapist, it may be more revealing -- as Perkins 
has indicated, in a typically insightful comment -- to 
examine what people escape into. Escaping into Mahogany 


is probably not the same experience as escaping into Carry 


on Behind. Escapism, in other words, ought to be regarded 
as a relative rather than an absolute matter: in terms of 


exposure to political content, watching Three Days of the 


Condor is unquestionably an escapist activity relative to 
reading a book of political philosophy; but it may not be 
as escapist as going to a hockey game, doing a crossword 


puzzle, or listening to music. 


In attempting to discover relationships between 
the real world of politics and the political content of 
commercial films, variations in the depiction of heroes 
(or "anti-heroes") may be more revealing than variations 
eprexplicit?political content. We have already made a tent- 


ative case for this in the matter of the American films in 
our sample and American films prior to and after the six- 
month period during which our research was conducted. Such 
relationships may not be limited, however, to simple correla- 
tions between thematic variations and “current events,’ 

though the latter correlations may be much more evident 

than subtler differences over time. Considerably more far- 


reaching attempts to relate film content to political and 
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social realities can be found in recent studies of the West- 
erm genre, ineluding Phillip Freneh"s efforts to relate the 
style and content of Westerns to the style and content of 


prominent politicians. ¢? In a more trigorous fashion, Wild 


Wright's Sixguns_ and Society -- A Structural study of the 


Western includes a classification of Westerns from 1930 to 
econ terms of their plot-variatiaons -—- e.g, the “class= 
ical plot" (exemplified by The Plainsman), the "vengeance 


Variation" (Qne-Eyed Jacks), the "transition theme" (High 
leon), and the: "professional plot” (The WildseBumch.’ -—— and 
an attempt to relate those variations to changes in the 
Srpucture Of American social institutions. "leo wit: 


In the Western, the classical plot 
shows that the way to achieve such 
human rewards as friendship, res- 

pect and dignity is to separate your- 
self from others and use your strength 
as an autonomous individual to succor 
them. This plot exists in the con- 
text of a restricted but active market 
economy. The vengeance variation -- 

in the context of a tentative planned 
economy -- weakens the compatibility 

of the individual and society by show- 
ing that: the path ‘Cosrecpect and love 
is to separate yourself from others, 
struggling individually against your 
many and strong enemies but striving 

to remember and return to the softer 
values of marriage and humility. The 
transition theme, anticipating new 
social values, argues that love and 
companionship are available -- at the 
cost of becoming a social outcast -- 

to the individual who stands firmly 

and righteously against the intolerance 
and ignorance of society. Finally, the 
professional plot -- in the context of 
a corporate economy -- argues that com- 
panionship and respect are to be achieved 
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only by becoming a skilled technician, 

who joins an elite group of professionals, 

accepts Jany “ob *that is offered. andhas 

foyabtuy only. (to ‘the inteariby of) the. team. 

not to any competing social or community 

values. 39 
Wright's ingenious study is by no means the last word on 
Westerns -- for one thing, a genre-based theory can hardly 
account for the virtual disappearance of the genre, as has 
feappened lately -- but ,it is highly relevant in the. present 
context because it demonstrates that the compatibility of 
Biceindivedual vand society, is, in effect, “a.problem( to 
which many American Westerns are addressed. This compat- 
Pomel tye question, Of course, is not,unlike the emphasis we 
have placed on the men-against-systems theme that manifests 
mtCSself ih a Significant number of more contemporary films ~- 
"contemporary" with respect to setting and time of release. 
Wihetwis “especially revealing, however, as the acl that itor 
altienour “of Wright's thematic variations Ssocteby.is something 
that can be’ entered or’ ITeft -- more’ or less*on one’s own, or 
one "neqotvated" terms’ (e.g.; Shane voluntarily enters society, 
earns its respect, defeats its enemies, and voluntarily 
decides not’ to stay): In our contemporary version of the 
fherominesociety”=-"principally* thevanalyticat*fitims --"%the 
concept of society seems more highly differentiated, and 
tends to be given an institutional focus (The Killer Elite 
and All the President's Men, for example); more signifi- 


Cantiy,“society, in the context of contemporary films, is 


not something which one voluntarily enters or leaves -- 
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it is not something from which one can disengage oneself, 
apdgone does not have the. option: of riding off. anto the. sun- 


Seri yA Signifacant exception, to-the, datter,rule, perhaps, 


s6e the: Killer: Elite -- by Sam Peckinpah, the director, of 
the "professional" Western, The Wild Bunch -- whose heroes 


are literally setting out to sea in the concluding sequence; 
the broader implications are clearly underscored by the 
hero's badly-written last line: "Don't know where we're 
goin' -- don't know where we been -- but I know where we 

was wasn't it?! Finally, whereas the mythic heroes of 
popular Westerns typically "get the job done," or at least 
retain some sense of integrity in death, mid-seventies 
heroes, we have shown, are not always as efficacious. 
Pauline Kael, as usual, was not too wide of the mark with 
her comment that, "The new heroes don't soar; they can 


barely see straight." 71 


Besides the very general and complex question of 
the hero's relationship to society -- a,question which 
properly ought to be the subject of research extending over 
a long period of time and not based exclusively on plot 
summaries. -- more obvious questions can be raised. The 
simple matter of who is -- and who isn't -- depicted as a 
hero seems basic, and it is easily ascertained, even from 
the briefest plot summary.-4 In view of some of the fluc- 


tuations evident in the seventies, such as the flourishing 
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and waning of the films in which policemen are heroes, one 
wonders if a frequency distribution of the occupations of 
popular film heroes during the last half century would 
yield interesting results. And if a potency-impotency 
dimension could be incorporated into such a study, the out- 
come might prove very revealing in relation to events in 


the larger society.° 


lhepales tzonwofmatihe: efifiects.of political content 
on Cinema audiences has not been properly answered -- and 
is not likely to be properly answered with research tech- 
nigues that are blind to some of the realities of the cinema 


experience. .We have, come, finally,, to the) difficult matter 
of audience effects, to the question and accusation that 
muse. of necessity, haunt,all, research, antoaithe content, of 
polular cinema: "What of audiences? Surely none of this 
means anything to them." Perhaps this is the attitude that 
prompts some researchers to seek sanctuary in vague asser- 
tions to the effect that the movies somehow "reinforce" us 
in unspecified ways that have yet to be determined. There 


may even be a germ of truth in such assertions, as we shall 


argue presently. 


Though a detailed review of the “effects” liter- 
ature in relation to film content will not be presented here, 
we must acknowledge from the outset that the results of such 


research are not terribly encouraging. As Furhammar and 
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Isaksson have pointed out, the results of such studies 
"offer very little evidence to support the theory that 
feature films are able to effect changes of behavior, in- 
Spire actions or even alter opinions.">4 A similar conclu- 
Sion was reached by Andrew Tudor, after a more detailed and 
critical examination of much of the research, including the 
vast experimental work on the effects of film violence on 
levels of aggression: 


oe ethere 2s no) doubt: that most re- 
search is little help in understand- 
ing the general effects of film. Be- 
cause they deal with an atomized and 
socially isolated situation there is 
rarely any safe route for general- 
1zaki om.) \ -lhiey: ido, demonstrate: that tehe 
images on the screen have some effects, 
especially on the emotions. But that 
needs lwttle, denonstrakions 2 at had 
no such effects the cinema could hardly 
have survived this long. In other 
respects they waver. Although some 
influence on beliefs and conduct can 
handily b e:cdenmked-. 42 ite. idep thiand 
pattern remains undiscovered. The 
best one can say is that the exper- 
imental studies are inconclusive. 

They serve only to demonstrate that 
there is no simple one-to-one relation 
between the movie and any effect it 
may have, that there is no, simple pat— 
tern to mass media effects. 


The reference to "atomized and socially isolated" situa- 
tions is a telling allusion te the lami tations) of Toabor- 
atory settings, where much film effects research has been 
done. This is especially common in aggression research, 
a great deal of which seems based on the use of a single, 


short sequence from the boxing film, Champion -- not only 
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is the "audience" removed from the reality of the theatri- 
cal situation, but the content itself is removed from its 
vitally important context. Other effects research has 
Focused on "simple one-to-one" relationships between, say, 
an anti-racist film and subsequent attitude or behavior 
Changes in al target ‘audience.’ Typically, these seem to 

Dem message “or "problem films, or more blatant: kinds of 
propaganda, and there is little wonder that effects have 
been less than startling -- anyone with a shred of film 
sense is immediately sensitized to the intent of the 
"Communication" and the message is, at any rate, so 
thoroughly and self-righteously justified within the con- 
text of the film that it may not be perceived to have rel- 
evance or consequence outside the theatre. Ist? Se Oe 
Gaia icuit to imagine someone agreeing that Sidney Poitier 
should be allowed to marry Katherine Houghton in Guess Who's 
Coming. to Dinner?, but cringing at the prospect of sharing 


a housing development with other black people. 


Those remarks aside, our purpose here is not to 
provide a detailed criticism of empirical research, though 
some of our comments are obviously born of a dissatisfaction 
with some of that material. Nonetheless, the aggression 
research is unquestionably interesting and valuable, and 
more of it ought to be, and undoubtedly will be, done; the 
search for other one-to-one relationships is also instruc- 


tive, because even when discouraging it adds to our compre- 
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hension of the complexity of the processes involved. The 
question we wish to consider, however, is the question of 
whether audiences in theatres can be presumed to be affec- 
eedgbysfilms, particularly political.content that is not 

as evident as the overt meaning of a film such as Recommen- 
dation for Mercy -- an anti-capital punishment "message" 
movie which conceivably has the limited effect of simply 
persuading its target audience that every precaution should 


be taken to ensure that innocent people are not hanged. 


Audiences may be affected by films in ways not 
currently evident to researchers because of measurement 
techniques that are geared towards effects which are: 
immediate; observable; and related to the explicit content 
ofa, specific film --, or ,worse, one sequence from a spec- 
fpoiensiime vl lt may. be, yhowever,. that audiencevet fectsyare,; 
latent rather than immediate; not observable using attitude 
measurement techniques, but potentially observable using 
techniques such as open-ended questionnaires or loosely 
structured interviews; related only indirectly to explicit 
content, or grounded in more complex thematic patterns; 
and cumulative over time rather than specific to a partic- 
Selig MF a Lins The point here is not that films have myster- 
ious, awesome long-term effects that are inherently in- 
accessible to social science researchers; it is, rather, 
that we may be asking the wrong questions. Instead of in- 


stantaneously converting a Significant number of people to 
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EneyViewpoint it’propagates, /for example, a’ film such as 
Lipstick may cause people to think about the issues it 
raises -- a possibility rarely mentioned in relation to 
commercial films -- and in thinking about those issues, 
learning may occur. The film may sensitize a viewer to 
Bereaved stimula, such as a magazine article on’ similar 
beprcs, that may have been ignored in the absence of a 
Preparatory “fietional film presentation: ory inte more 
penverse way, the film may convince the viewer that the 
Pemycipal; character’ ‘got what was: coming to her and this 
in turn may be generalized eventually to real world situa- 


CLoans < 


The films of Sam Peckinpah are another interest- 


ing case in point. Among those who worry about violence 


faethe media; Peckinpah s Work tends to beheld in very “low 


regard; since social psychologists are understandably con- 


cerned about the violence question, it is probably fair to 


assume that the ‘question+smost likely to be raised about The 


Killer Flite is whether it increases or decreases one's 


agressive propensity. A less obvious question, and one 


that could be asked of Peckinpah's collected works, is this: 
Does Peckinpah persuade his audiences that organized society 


is the enemy of the individual, and that coercion is essen- 


fial to its nature? Does he effectively encourage us to 


think about moral questions -- indeed, does he make us more 


moral -- when he insists, either by implication or explic- 
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itly, that in the final analysis an individual must 

"enter his own house justified"? *6The answer to these 
questions may be a resounding "no" or a tentative and 
greatly qualified "yes"; but neither answer can be properly 


inferred from readings on a bogus laboratory voltmeter. 


The cumulative effects of commercial films may 
be more far-reaching than anything easily or immediately 
measurable, in laboratories or out of them. Le 2's) nob, coo 
improbable, for example, to suggest that there may be a 
"film culture" -- or indeed, a political culture of the 
Cinema -- that is the inheritance of a cumulative exposure 
to film content. The elements of this culture might in- 
clude: a scepticism about science; a suspicion of institu- 
tions; a pessimism about human nature; an almost anarchical 
conception of individuality and its importance; a toler- 
ance, if not an enthusiasm, for rebellion; an "anti-estab- 
lishment" bias, and a prejudice in favor of society's 
"underdogs.' The acquisition of such a culture would de- 
pend, of course, on frequency of exposure to films and would 
likewise be conditional upon any number of qualifying 
factors, especially the kinds of films to which one was 
exposed. In other words, audiences cannot be regarded as 
an undifferentiated mass, nor commercial films as an un- 
differentiated aggregation of celluloid. Apart from the 
one "big" film per year which the vast majority of film- 


goers will see, there may be audience sub-sets that do not 
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overlap greatly. The "Human' Factor and Se VeeR LIGe Tks 42 aT on 
example, may have acquired reputations as "action" pictures, 
and may have attracted a clientele very different from 

those attracted to "serious" films such as SWEDE AWAYe ss 5 
Conduct Unbecoming, or All the President's Men. This sug- 
Heces the possibility of different film sub—-cultures re- 
flecting and/or shaping the world views of different 
audience sub-sets. On the one hand, there are the films 
Maven attarm that) one's own seciety ts the best “of ail 
possible worlds, and define problems and tensions in terms 
of disrupting influences from without (this happens on an 
Percennavional” scale an films such {as Sky Riders, and) on 
faboce |! scele in films such ac Walking fabian whrenedepicus 
arostitcution and gambling as creations of "outside": mobsters 
preying on basically decent small-town folks). A second 
film sub-culture -- and possibly a more important one in 

the mid-seventies -- defines society itself as the prob- 

lem and sees conflict and tension as elements coming from 
within society and from within the individuals who com- 
prise it (Dog Day Afternoon and Nashville are obvious ex- 
amples). Jin ats most extreme manifestation, nice Latter 
vision may approximate that of screenwriter and novelist 
Mario Puzo (The Godfather), who has intimated that "society, 
Cloaked in the robes of law, masked by religion, armed with 
authority sprung from the beginning Of Histery, rs, 1. teers? 


the archcriminal of mankind."9/ In its less extreme and more 
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wypical manifestation, it is “a Vision steeped in. a radical-— 
ism “of the vaguest kind" -- "an emotional perception that 


something is wrong,"8 


The task of discovering relationships between the 
political content of commercial films and the subsequent 
expectations, opinions, ideologies, behavior, or general 
psychological dispositions of audiences is enormously com- 
plicated by the fact that spectators cannot sensibly be 
regarded as the "passive recipients" of that content.” We 
do not sit dumbfounded in theatres, indiscriminately soak- 
ing up whatever "world view" happens to be thrown our way. 
We bring to the theatre our own views, our own prejudices, 


hopes and fears, and these undoubtedly temper our percep- 


Lvons of, and responses to, film content. At the same time, 


wer are not simply observers: of “Chat content --"bwased or 
otherwise; through the medium of identification with prin- 
Cipal characters, we are actively, sometimes intensely, 

involved in the world created for us by the film maker. We 
ord 


are, as Perkins has pointed out, participant observer 
a process that may, in the long rum 2f mot the yshort run, 
and notwithstanding psychological defense mechanisms, 
facilitate tthe broadening of, Our experiences, elie. modi fi— 
cation of our opinions, the transformation of our sense of 
morality, the changing of our behavior -- all for better 
or worse. However complex and elusive such relationships 


may be, their discovery cannot proceed from a set of unreal- 
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istic, unexamined assumptions about the vacuity of commer- 
€iai films and the gullibility of audiences. It can only 
proceed from theories and assumptions that are imaginative 
apo vausible, not, stele and’ preiudicual, kt ae, finaly, 
a task that cannot even begin until we recognize that there 
meowvolwlical content sin commercial fils, and itis worth 
Sominiwng. ~ lhe documentation of,.some, of thabh content has 


been our task. 
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ENDNOTES 


George Orwell, "Charles-Diekens," in"-Sonia Orwell 

and Ian Angus, eds., The Collected Essays, Journalism 
and Letters of George Orwell, Vol. I (Middlesex, Oe eee 
Penguin Books, L970), Dye (2Uel. 


Raymond Durgnat, A Mirror for England (London: Faber 
end praber 4 $19.70"), Gap wl 8. 


Leif Furhammer and holke alsakssonm., (Roll 1Gaes: band Fh tm, 
egans aby (Kerstiyerench Clondoms Studio sista. Rey a Ne 
eres hs 


Oy pins (horenos almidirecton, Salah Abou sei te hac 
Deemequoveduas usayings, Any, crittreism Chea, profess ion 
isaregqurdedwhy the ic¢ensor's,offiicé vas taboo 4,ehhussa 
Policeman cannot be corrupted, nor ican judges, Lawyers, 
Or journalists. And certainly government officials 


are valways pure .as the pmew fallen snow." (Sees. iRaymond 
William Baker, "Egypt in Shadows," American Behavioral 


Secs ARVOLwibL a srl ae po poe. 


see -yHatoldakasswell,.ePsychopathology ands Politics, 


Feprimtedjin jlheyRolitical Writings, of Harold Lasswell 
(New York: The Free Press of Glencoe, 1951). 


Hal Phillip Walker's platform, "New Roots for the 
Nation," is presented in its entirety by Joan 
Tewkesbury in the published version of the Nashville 
screenplay (Toronto: Bantam Books, 1976). Some por- 
tions of «the platformtare not includedan sthe.f1 im: 
According tovAltman, sthewmaterialawassuratten eby 
Mississippi novelist Thomas Hal Phillips, who was told 
ton linventnae candidates... hpooldghimgte anvenb aaman 
who he would like to see elected, and who he thought 
eouliddpbexnelectedsie« Ftnis ~noteat all chearnsninethert iim 
why Walker, a third party candidate, would be winning 
primaries. The answer may lie withshowardsK. .Smith 
who, according to Altman, wrote his own political com- 
mentary for the film. See: Connie Byrne and William 
Ortkopez s “Nashville, Wgkhilm iQuarterly; gVols 22462) .0p. 


24. 


The expression "Nixon-era scandals and turmoil" is, of 
course, a shorthand notation for a host of problems 
that cannot be laid entirely at the former president's 
doorstep. "Watergate" is a.more conventional and con- 
venient notation, but we have tended to avoid it be- 
cause of its more limited connotation. 
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There is some evidence that television content..alsoa 
seemed to be affected by events in the real world of 


politics... According,to one observer, “odious public 
servants" started coming into vogue during the felis 
1975, season: "Heretofore the object of reverence and 


a chronic source of fabled heroism for the Hollywood 
TV series sausage factories,.the U.S. Government has 
been supplying a startling number of creeps and heav- 
ies as the family killing hour segments roll off the 
assembly line." Among the "creeps" mentioned are "a 
Slimy U.S. Senator," an "obnoxious Justice Department 
attorney," and a "viciously dedicated undercover Fed- 
eral narcotics agent" .. See: , Baill Greeley, Ykeds Are 
Now Heavies As TV Absorbs Watergate," Variety, Sept. 
Tia tyne thDoul bo months tlater,, eacgnather dinperent 
perception of .tekevision centent was canbiculated.in: 
Suephen.Arons.and,Ethan,Katsh, "How uPVi Cops Elout. the 
BaW ye hoacurday sReuzew, (March 19, 19/77.) According -to 
Arons and Katsh, "The image of police on television 
has been.changing, and the change has political signi- 
ficance....Joday even the most blatantly allegal and 
Unconstitutional, behavior of police officers is glor- 
ified by an endless stream of television police dramas. 
The result, we believe, is that what started off as 
merely fictional entertainment has now begun to have 
ee, political .efhect ofas,SsOftentggq stip. public. opinton 
and making it. more accepting of such .police conduct." 
The writers attempt to relate the changing image of 
television police to the American Supreme Court's 
alleged move to the. “sight! .on.policeyand, civil liber. 
ties issues. 


In an era of multi-national film co-productions, attri- 
buLtrons -OF “"counEry "OF POrrginY fare rVeryydin, peu. EO 
make, except in the most obvious cases, and “official” 
designations -- when they are available -- are not 
always reliable. As the rule of thumb, the country of 
origin designations from Variety and the Monthly Film 
Bulletin seem reasonably valid, and those are the ones 
we have relied upon most often. However, we have qual- 
ified that rule of thumb when it has seemed misleading. 
Thus, The 'Human': Factor is usually designated a 
British film_-- presumably for financral or technical 
Teasons -- but.it is an American story, directed by an 
American, with an American Start sh DA CESKMSSOR its con- 
tent, and the.sensibilities it reflects, the UBrit@sny 
designation must be qualified. When applicable, we 
have pointed out such qualifications in the body of 


the’ text. 
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For purposes of comparison with the American frims., 

and keeping in mind the backgrounds of creative per- 
sonnel, it seemed generally safe to regard the British 
cCOSproductions asvsimply) British: when that Simplify- 
ing assumption had to be modified, we have done so in 
the text. We could not make such an assumption about 
French-Italian co-productions, because appropriate 

data were not always available -- data, for example, 
pertaining to the backgrounds of writers and directors. 


The four Canadian films in the sample were all pro- 
duced in English-speaking Canada; no French language 
Canadian films were released commercially in Alberta 
during the six-month period under consideration. This 
means, obviously, that -- to the extent these findings 
are=typicalsvof filmiexhibition’ int Canada! =-b ther pole 
itical and social content to which Canadian filmgoers 
are exposed is overwhelmingly rooted in the experiences 
oF other Countries 


When comparing British and American films in relation 
tovthe) various. categories of. politicalvinterest), it 
must be remembered, of course, that we are using the 
term "sample" in its broadest sense. Statistically 
speaking, we do not have a properly-drawn random sam- 
ple of films and there is no mathematical justification 
for inferences to "parent" populations -- e.g., all 
American films released in the seventies, or all Brit- 
Psehofilms reteased anelo74 andulg7o cer Practicad dy 
speaking, however, we have a large enough number of 


416 


"cases" from each country to make tentative comparisons. 


No broader claim is intended. 


ingadd tion tonour Telati we dis bancesn Ome lit dtoons pol. 
itical events, other, distortang, factors mayoarfect our 
DEPeeDelOnL OL, pola bical content Mineo rat Vober miio. ett 
might, be. argued, for example, vhal Therresearcher. 
exposure to a comparatively large number of American 
films over the. years, has. had Che, amportant ‘effect of 
sensitizing him to a greater range of nuances and 
connotations in American films, relative to films from 
Britain and other countries. Certainly we must ack- 
knowledge a preference for the best work of the good 


American directors -- Coppola, Kubrick, Altman, Scor- 
sese, and Spielberg, for example -- over-the best work 
of the most prominent British directors -- David Lean, 


Joseph Losey, Ken Russell, Richard Attenborough, and 
John Schlesinger, to name just a few. We would argue, 
nonetheless, that this is a contemporary preference, 
and would not necessarily have been operative during 
an eurlier era when British films were simply better 
than they are now. Moreover, our preference for 
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American films, if .it can_be properly called that, 

does not preclude an enthusiastic appreciation for the 
works of the new German directors (especially Rainer 
Fassbinder and Wim Wenders), Switzerland's Alain Tanner 
Australia's Peter Weir, and scores of others. The 
point is that the cinema is alive and thriving in other 
countries besides America; it does not seem to be 

Pc ivingd, in Britain. 


Strangely enough, of the seven "conservative" melo- 
dramas dealing with national or international intrigue, 
always from the perspective of American heroes, two 
are "officially" British, and four of the remaining 
Five have significant British creative input: Caravan 
to Vaccares and The 'Human' Factor are certified as 
British; Journey into Fear is from a story by British 
novelist Eric Ambler; and Sky Riders, Call Him Mr. 
Shatter, and Who? all have British directors. Inter- 
estingly too, the director of The 'Human' Factor, 
Edward Dmytryk, was one of the famous "Hollywood Ten" 
who were imprisoned after refusing to answer questions 
about political affiliations, during testimony before 
the House Un-American Activities Committee. Dmytryk 
allegedly "turned informer" after serving part of his 
sentence. See: Furhammar and Isaksson, Politics and 
Pet Uw Lm 12's 


Until recently, Vietnam has surfaced in American films 
principally within stories about returning veterans; 
or, as Richard Combs has said (Monthly Film Bulletin, 
July, 1978), reverberations of the conflict have fil- 
tered through the "hardy, ever-adaptable genre of the 
Western ." According to one observer, by the summer 
of 1973 there had been "close to twenty films about 
veterans, but in no sense has the homecoming been an 
occasion for celluloid celebration. If anything, 
Johnny's return has been unsung and unnoted at best 
and at worst a catalyst for violence." See: Julian 
Smith, "Between Vermont and Violence: Film Portraits 
of Vietnam Veterans," Film Quarterly, Vol. 26 (4), 

p. 10. Vietnam veterans are prominent in four of the 
films in our sample: Travis Bickel in Taxi Driver, 
Sonny in Dog Day Afternoon, the remnants of an entire 
platoon in The Zebra Force, and Pfc. Glenn Kelly in 
Nashville. With varying degrees of quality and cred- 
ibility, three of the four films mentioned are varia- 
tions on a theme: the Vietnam veteran as violently 
unstable and ready to wage war on the home front. . 
(This theme also appears in later releases, including 


Paul Schrader's Rolling Thunder and John Frankenheimer's 
Black Sunday.) 
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More recently, Vietnam seems to-have become a more 
patatLable topic .anufilms —< Coming Home, Go Tell the 
Spartans, Dog Soldiers, The Boys in Company C, The 
Deer Hunter, and Francis Coppola's forthcoming. | 
Apocalypse Now are examples which come to mind. For 


a discussion of this trend, see: . Richard Turner, 
"The Worst Years of our Lives," and Richard Comilaise, 
"Guns and Buttered Popcorn," New Tines> MNarenu2u, 


1978. A shorter discussion appears in Newsweek, Feb. 
ORG HNI7 3%, PprutB5e 8s . 


These comments appear in: John Russell Taylor, 
"Tomorrow the World: Some Reflections on the unEng- 
imehinesse of )bngli shi Pismsi, "\ Saiqhitivand) Sound) Voli. 45 
(ari mps, SOs 51 


Among the many interesting aspects of film financing 
and distribution -- matters which we will not consider 
in detail here -- is the fact that American films 


tend to be less dependent on international markets than 


aAnesroriGisn Palms; anid falmsifromiotherticounmt nies, Of 
the American major studios, David Gordon, for example, 
has written the following: "Since they have the larg- 


est domestic market in the world their films are always 


going to tend to dominate the international screens, 
as their large production costs can be recouped be- 
fore they are exported. Their powerful export organ- 
izations give the films with international appeal 
(which do not have to be amorphously international in 
character) a very strong push." Sight and Sound, Vol. 
Lae? op. 2: elie appears», ihawever .~ithatyBritish 
films must succeed in the international market -- 
hence the greater importance attached to giving them 
an "international" look, which presumably means a min- 
imumoon local": polical. content.) inj ihe, hop em 

Film in America," MacCann has indicated that even 
American film executives were reluctant (in 1964) "to 
film contemporary problems" because of a nervousness 
about how such films would fare abroad. The article 
is reprinted in MacCann's anthology, Pin, andso0CLe cy 
(New York: Charles Scribner's Sons, 1964), pp. 51-59. 
Interestingly, Baker reports in "Egypt in Shadows" 
(p.404) that to the extent Egyptian cinema is depend- 
ent on other Arab markets, political content is ex- 


cluded or minimized. 


Eric Rhode, A History of the Cinema from its Origins 
to 1970 (London: Allen Lane, TI7Go oe 


Leslie Halliwell, Filmgoer's Companion (6th ed.; 
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Landon: Granada Publishing, 1977), pp. 570-571. 
Halliwell also cites numerous biographies of actual 
political figures, British and American. 


MacCann, "The Problem Film in Aner Poa,hyip.. 7 ; 
Joseph Kanon, "The Parallax Candidate," The Atlantic, 


RUguaet 9/4, emi 7. 


Comments about the twenty most popular films for hy 9/55 
1974, 1975 and 1976 are based on data extrapolated 
from the chart of "All-Time Film Rental Champs," in 
Mae ety Jame iar LOV8 pippaZs, 82-904 a thewchart is 
reproduced, with titles listed alphabetically, in 

Masi sy, .Wayt Why Waste: ipp..3 Mes 4137 a) ehbthecschart, an 
cludes every film ever released in the U.S.-Canada 
market if the film earned from that market estimated 
rentals of $4,000,000 or more. "Rentals" are net re- 
Gunns: teidistributors,: as distinct “from fenoss tbex 
office receipts; the latter, of course, would be a 
much finer though.still imperfect indicator of a 
fiubm's: poptikharit yur oe Natunalhy, nether ernentatsisner box 
office receipts, nor the two together, are a safe in- 
dicator of the success of a film as measured by pro- 
fats. Barry Lyndon, for example, has done reasonably 
well at the box office, but its returns have been 
"disappointing" in relation to its enormous production 
costs. 


Our selection of the twenty most popular films from 
each calendar year was necessarily arbitrary: beyond 
twenty, comparisons became unwieldy and we were en- 
countering an increasing number of films that we had 


not seen. 


lt 4s worth noting, finally, sthat the: All-time; kKen- 
tals" chart includes eleven of the fifteen analytical 
films in our sample, and only ten of the remaining 
seventy-five films examined. 


Andrew Tudor, Image and Influence (London: George 
Miten & Unwin Ltd., L9/4), p.s 17. - thougneiudaar sceens 
significantly indebted to V.F.. Perkins, he is himself 
a scholar rather than a critic; and his book, espec- 
ially the chapters on "Movie Audiences" and "Movie 
Languages". (pp. 74-134), is easily one of the best and 
most carefully reasoned overviews of the cinema and 


society. 


See, for example: fFurhammer and Isaksson, Politics 


and UF fim, [p< 1245. 
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James Paul Gay, "Red Membranes, Red Banners, colght 
ancesOUund. Vol.wab (2) 02 pp. 94 057. 


For a view completely contrary to this, see Robert 
Lane's comments on the "fictional content of the 
media": ."While the problems are largely interpersonal, 
they inevitably reflect the social circumstances of 

the actors: poverty and wealth, tension between mem- 
bers of different social classes, expenses of Sickness, 
educational opportunities or lack thereof, and related 
matters. But the causes of these problems inevitably 
are treated as personal failure and matters of indi- 
Vadual character, and strength, O©,-inva.Sense. -aswa 
destiny which overtakes a citizen without plan or 
reason. And the solutions to the problems are also 
personal, not social; and never governmental. Here, 

Ope tne, Whole, the media distract, attentions fropeapolitics, 
ob Ruse ate, political relations, andseinhabitppols bi cal 
PaecLicCipecion." werom:;POlTTical Cite wcNnewn vores ine 
PEee oe Tess fat ono) 5 UDwe ZU hs 


Lane's comments are undoubtedly valid with respect to 
some commercial films -- our "sub-culture" movies, for 
example -- but only up to a point. The problem, as we 
See lJater, is his assumption that the audience passive- 
iy irece ives film content -. that, the, atidiencescannat 
make its own connections. 


Differentiating, the cognitive, expressive..and, norma- 
tive components of attitude is an honorable tradition 
mecocral psychology auc ,DOLItiCal SC lence ea ough eno 
One, pretends that. such an, inferred disposition is 
"Teally" so neatly fragmented. fudor has. cross-class- 
ified the inferred attitudinal components with three 


"channels of meaning" --..as distinct, from aspects, of 
meaning -- to arrive at a nine-category typology des- 


igned to "direct our attention.to, the, various sources 


of meaning in a movie." See: Image and Influence, 
DowwkZom Lol. 


Tudor, Image and Influence, Pp. yaa aL 


This definition of "conservative" is from: Maurice 
Duverger, The Idea.of Politics (London: Methuen & 


GO, el tOG) . Dainl al 


Michael Wood, America in the Movies (New York: Delta 
Boge eo Los dRoil Wiel Une a 


Philip French, Westerns (London: Secker and Warburg, 
with the British Film Institute, IOI 9% 
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Will Wright, Sixguns and Society (Berkeley: Univer- 
steye of *Cali Forniet Press; £975)? top) lesen ley: 
Wright's study is one of the most highly regarded 


exanpresvor -"Structuralist" “fidm Criticism, a move- 
Wene that esses (to rival; vif *metesurpacsas eine popular- 


ity of the once-dominant auteur "theory." Simply 
stated, his argument is that "the Western is a myth 
of contemporary American society. As such, it contains 


a conceptual analysis of society that provides a model 
enrooeralathiona® (prises AS "nytaeiertderined sace a 
communication from a society to its members" (p. 16); 
and a "model sof social action" seems to mean an explan- 
auronvorvVsccial Maction (p.«4l29) 69 In@irying sto tdemnon— 
strate the correlation between the structure of the 
Western and the structure of American social institu- 
tions, Wright relies upon an "independent analysis" 
ofythose ‘institutions, gleaned*from the ‘work jof'John 
Kenneth Galbraith, Jurgen Habermas, and C.B. MacPherson, 
especially the latter's Political Theory of Possessive 
Individualism. Wright's analysis appears’ on pp. 130- 
PST MOT his ebooks 


RatdinesKacl, "The Current s*Cinemas “Notes on*Evalving 
Heroes, Morals, Audiences," The New Yorker, Nov. 8, 


LOPES Up eh 1S9% 


In the matter of who is and who is not the hero in 
commercial films, one observer, describing the feature 
palneas =YaPeonmuni cate rvor’socio—politivealtmy thy has 
speculated on which myths have been and which myths 
might have been developed and transmitted, given the 
American®*national experience’ -- e.g., feature fiims 
might have explored America's revolutionary tradition, 
or the development of the trade union movement, as dis- 
Einceeftrom the “individualist” myth=-of ‘crime vand 
Western®films.” See? Harlan Wevins Vite Peature *Fain 
as *Datia for the Study of “Politives," “Wnpublished"saper, 
American Political Science Association annual meeting, 
Chicage f7197L. “Wewin would find=vittPeveneour agement 
inethe recent labor °F rin; tf Sk. oh yeunichr vas wnat 
Penelope Gilliatt correctly identified as a “right 
wing sweep" (The New Yorker, May 8, 1978). 


Elsewhere, others have challenged the very idea of 
heroes. A recent review of Star Wars by Dan Rubey, 
for example, condemns that film's "focus on the in- 
dividual and the recognition of individual merit as a 
validation of .the social system....Because of this 
focus on individualism, collective action does not 
serve collective goals, it only advances the fortune 
and reputation of the hero. The other pilots' deaths 
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Simply make us aware of the difficulty of the task 

and increase the dimension of Luke's victory, giving 
it the added motivation of revenge for lost comrades." 
cee: "Star Wars -- Not so Far. Away," JumpsCut, No. 
165 2Publashed: Aug:-15, 1978, ps ll.» Wood has claimed 
ineAmericavinythe Movies; (pew i685 )ythattvHoli ywood, gen— 
erally has always disliked the idea of the crowd, and 
evenuvery, laberal movies: tendetossprout al diberalssen- 
timents when large numbers of people are concerned." 
(Emphasis added. ) 


The research proposals alluded to are necessarily 
sketchy, though the possibilities are, of course, 
limited only by one's imagination. First, we need to 
understand a lot more about content variations over 
pine.lc Thisgvithseems, to, us,;«is¢the mainamums that.must 
be done before we acquire a real comprehension of the 
relationship between film content and politics in the 
larger society. Although longitudinal studies have 
been done before, they tend to be either completely 
impressionistic (e.g., White and Averson's The Cellu- 
loid Weapon) or genre-based (e.g., Will Wright's 
Sixguns and Society). It is impossible to do a de- 


Gaited examinations of. fi lm tcontent. for yall a ims..over 


all time, of course, but other approaches can be taken. 


One can reasonably (and sensibly) limit one's inquiry 
to the films of a particular country, and one can use 
survey sample techniques to limit further the number 
of films examined. Additional parameters can be set 
by) lim Lting) onevisiMnquiry £0.) say, «ine! most success— 
ful films of each calendar year. Thus, depending on 
resources available, one might randomly select five of 


ther twenty; most ypapuilar .f tims Poreeve hyasf i hth pyear from 


the beginning of sound films. One could also acquire 


a "sense of the times" by examining newspapers from the 


period, and; most importantly, by reading reviews and 
criticisms from the period. Though genre could also 
be a limiting consideration -- e.g-, a sample of all 
police movies over the years -- a broader approach 
would .be more fruitful, and genre could still be used 
as a variable in subsequent analysis. 


We also need to understand more about the origins of 


422 


political scontent ein commercial thilmsi.. Here j,,of.course, 


data on the backgrounds of film-makers would be use- 
ful, and such data are readily available from such 
sources as the Motion Picture Almanac, as well as 
interviews, articles, and books pertaining to film 
artists (and businessmen). One of the assumptions of 
our research has been that political content in films 
can be explained in terms of the political interests 
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Oiythe;creative /origimators wor .contentie- directors 
and screenwriters. This assumption has been reinfor- 


ced, to some extent, especially with respect to the 
way some film-makers responded to the Watergate scan- 
dals. Nonetheless, this whole question needs to be 
Beccarched further, nou just With vesvect, to creative 
Film-makers, but with regards to the limitations (or 
opportunities) associated with the production, dis- 
tribution, and exhibition of commercial films. Pro- 
Gucersiv-—vand, increasingly Of tates agents. —= ate 

the "packagers" of film projects and consequently have 
ayjreat deal (of tnt luence over What 4i11mS6 .do.and ado 
not get made. One wonders, for example, whether there 
is any relationship between the kinds of films certain 
producers will "package": -- including, by implication, 
the political content contained therein -- and socio- 
political background variables such as social class, 
religion, education, previous occupation, and so on. 
Naturally, a central consideration is financial -- if 
Hearts and Minds made as much money as The Sting, said 
one producer, "there would be twenty such pictures 
packaged next year." (Quoted in: Andrew Kopkind, 
THOLLYWoOOd=Polbteires<:-—Hearts, .Minds,. and, Money..." 
Monpante, Vol. 15 U10).. 0. 4/2) once JL e nde ube ina 
Leon Of Waich films will make money WUsvn Ol lane xact 
science, it may well be that the perception of the 
financial Viability ,of a pro ject 11S vatiected by ones 
own Political, disposition. The notion of ta vari abile 
such as religious background having some bearing on 
film content has been championed by Kael, among others 
though she is speaking of highly visible directors and 
producer-directors such as Robert Altman, Martin 
Scorsese, and Francis Coppola (all Catholics). See: 
"The Gurrent Cinema,’ The. New. Yorker, Nov. 1&8) Spp. 1[36- 
145. 


Finally, we need to understand more about the way aud- 


fences. use. film, COMeent. chlo ss Ol COULSe 2. Crimp la Cat 
in our final’ proposition about the relationship between 
politics and commercial cinema. In terms of specific 
research proposals, we would suggest here that it might 
be fruitful to allow research subjects to report their 
own feelings and attitudes about particular films, un - 
encumbered by. the limitations of close-ended attitude 
and behavioral measurements. This would not be the 
Pastest, data ta gather or to analyze, but it might 
provide important clues as to how audiences interact 
with films, and. might be a significant starting point 
for more rigorous inquiries later. In terms of ex- 
isting empirical research, one should consider the 
possibility that audiences 1n theatres experience a 


34, 


DD. 


Sibi 


faim under: condi tions) (that. tend ito! minimizesresis- 
tance to attitude change, behavior change, or learn- 
ing. ‘Selective perception phenomena, for example, may 
be less effective when conditions of identification 
are high, or when a film's message is subtle and less 
likely to engage an audience's "propaganda sophistica- 
tion." (The latter concept has been invoked to explain 
the apparent failure of certain message movies, in 
research reported by Tudor, Images) and Influence, p. 
2B2e MSincea Lie, cumimlative efrectsmo taiwan may be more 
important than the measurable effects of a particular 
film, it would also be instructive to learn something 
about the correlates of long-term cinema exposure -- 
whether, for example, frequent filmgoers differ from 
those who attend infrequently, on a standard battery 
of socio-political variables. The latter proposal, 
like all those sketched here, could be refined and 
modified to considerable advantage. 


Furhkammer and Isaksson, Politics, and Film, p. i244% 


Tudor timege Sands Tnfginien ce, pee 7a) hudorstciame vile uaron 
the effects literature appears on pp. 92-99. Addi- 
tional relevant material is presented on pp. 23-39, 

Uni his? discussion) Of processes of conmunication, es- 
pecially when he contrasts the "asymmetric" communica- 
tion model -- i.e, the individual is presumed to be 

an uninvolved receiver -- with a more realistic "in- 
teractive" model. The question of attitude and be- 
havior change is discussed in a more general fashion 
ins Phidap -Zambiardo iand Eb beri. bbbesen, simi ivuencung 
Attitudes and Changing Behavior (Reading, Mass.: 
Addison-Wesley Ltd., 1969). 


In? "Sam ‘Peckinpah: ‘the Survavon andthe “indivadialy. 
-- Sight and Sound, Vol. 42 (2), p. 70 -- Nigel Andrews 
wrotevlthe followings “'Morality,;s Peckinpah, suggests, 
should not be dependent on tradition, or on legisla- 
tion, tomon politicalmor isocitalvideologies. —70ncemor— 
ality is made the province of a collective decision, 

or of a collective acquiescence in a pre-existing set 
of (beliefs ithe way “has. beenjopened for the suppression 
Gh individual’ chouce..7 


It is our impression that the whole question of the 
moral influences of film has not been seriously 
studied: i.e., it has not been studied by researchers 
who have no vested interest in proving that movies are 
somehow corrupting. Yet, as David Denby has pointed 
out, there is a certain "moral realism" prevailing in 
contemporary films -- "filmmakers are increasingly able 
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to allow characters their own reality without imposing 
ayneonaledestiny fon them." Sees: 'Mean Streets: |) ethe 
pueet ness of Hell." | (SightbuandseSound,, Viole 43 Gl)4 

p. 149. Whatever the effect of this moral realism may 
be, contemporary films seem far removed from their 
counterparts in 1954, of which screenwriter Ben Hecht 
wrote: "They have slapped into the American mind more 
human misinformation in one evening than the Dark Ages 
could muster ina decade. One basic plot ‘only has 
appeared daily .in ythein.fi iteenmnthousand theatres a-— 
the triumph of virtue and the averthrow of wickedness. 
~--Not only was the plot the same, but the characters 
in it never varied... These characters must always be 
good or bad (and never_human) in order not to confuse 
the plot of, Virtue:Triumphing." +» This, is-an.exerpt 


from Hecht's autobiography,.A Child of the Century, 
reprintedras (Enter, wihe Movies, * ine Daniel) Talbot, 


6d. Film?:-.« An wAntho Lo (Berkeley: University of 
California Press, 19593 DP Pien 02.9:/— 2B 4a, 

Mario Puzo, "How Crime Keeps America Healthy, Wealthy, 
Cleanetaand jtMone,Beautif uly 4 .inwlhe, Godtabhenrmapers 
(Greenwich. -Conns: lyr aveett Crest thbo72) skp ay8G oiGn— 


LGgiaakby spublLishedwein 1966, (Ruzoks gant no be vise wir tu 
ably .auhuncttonalLust .integpne Balion,orherimne. 


Invoking the name of Charles Dickens in a, discussion 

of the cinema.is not altogether arbitrary. The great 
Sergei Eisenstein, for -example,,saw 1n Dickens' »work 

a "nearness to the characteristics of cinema in method, 
style, .and,especially «in iVyievwooint vandsexpos ib10n..) <2! 
Speaking (of .Dickens )snovels in relation, ta” hisvcontem- 
proary readers, Eisenstein adds: .)"they bore the same 
relation to them that the film bears to the same strata 
in our time. They compelled the reader to live with 
the same passions. They appealed to the same good and 
sentimental elements as does the film (at least on the 
surface); they alike shudder before vice, they alike 
mill..the extraordinary, the unusual, the fantastic, 
from boring, prosaic and everyday existence. And they 
clothe this common and prosaic existence in their 
special vision." See: Sergei Eisenstein, "Dickens, 
Griffith, and the Film Today," in John Harington, ed., 


Film And/As Literature (Englewood Cliffs, N.J.: Pren- 


face-Hall 19.7 Wy), LPP. 6lZ22-136. iiheamaternial gisvex— 
cerpted from Eisenstein's Film Form. 


The "passive recipient" notion, as a description of the 
audience's relation to film content, is also critized 


in Tudor, Image and Influence, and, at least by impli- 


cation, V.F. Perkins, Film as Film (Middlesex, U.K.: 
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Penguin Books, 1972). For some, the audience is re- 
garded as something approximating a perverse partic- 
ipant. Of the many instances of this, none is more 
aggravating than Gay's "Red Membranes, Red Banners." 
Consider his comments on The EMLgrants, and. one 
characvers depicted an ito Their poverty as not 
sentimentalized, the corruption of the clergy and the 
callousness of the propertied classes who ran the 
government ‘are forcefully documented. Ironically, it 
is this very accuracy that distances the viewer from 
the movie." The effect is like listening to an oral 
rendition of a well known myth. The very willingness 
of audiences.to accept an accurate picture of exploit- 
avion and brutality an (thear ounicountry ..1s a Sign 
that.the representation of reality can become an 
inoculation against just the consciousness that such 

a ‘representation was ‘designed to bring out. Dneother 
words, the audience is "damned if it does and damned 
Pear does not” accept the work. ihe iact that the 
work of director Jan Troell and writer Vilhelm Moberg 
is so popular "only makes one feel all the more that 
no audience is seriously prepared to accept information 
that could constitute any kind of threat to existing 
exploitative systems, nor tolerate any structural 
arrangement that has not already been thoroughly ex- 
plored, pre-digested and defused." (p. 97). 


If audiences are not the passive recipients of film 
content -- or perverse participants -- neither are 
they autonomous originators of that content.” vinis 
latter viewpoint, or something approximating it, is 
implicit in several psychologically-oriented studies 
of film content, whach)suggesci thal ihe popudar ily oT 
films somehow necessarily implies the successful re- 
flection of the audience's psychological dispositions 
(which are sometimes presumed to be shared by film 
makers). Assumptions such as these are evident in 


Siegfried Kracauer, From Caligari to Hitler (Princeton: 


Princeton University Press, 1947); and Martha Wolfen- 
stein and Nathan Leites, Movies: A Psychological 
Study (Glencoe, Ill.: The Free Press, 195 Oa Bue 
into this perspective is the notion that audiences 
never really get anything new -- they get their own 
fantasies and day-dreams, selected by. them in some 
imaginary free market of cinema ideas; the audience, 
in other words, is indulged rather.than changed, in- 
structed, motivated, or stimulated. 


A more credible assessment of the origin of film con- 


tent appears in George Huaco's The Sociology of Film 
Art (New York: Basic Books, 1965) -- a study of three 
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Film "waves": German Expressionism, Soviet Expres- 
Sive Realism, and Italian Neo-Realism. Huaco shows a 
correlation between the dominant political orienta- 
tion of directors and "the dominant ideology revealed 
iD snewaekne plore. He Concludes wduilte ssens ilo day, 
that film art "bears the mark of the social background 
of its makers and the limitations and opportunities 

of itsisceial and historical matrix." Obviously, he 
does not mean to imply -- nor do we -- that audiences, 
producers, financiers, and so on, have no bearing on 
Paim content. 


Lharicicipantiepsenvers) 1S. tie jtiede .ofererk ite: 
Malidiencettchapter Win? Filmeas (Film e(ppe Ws4—To7.. 
"The real, that is effective, meaning of a film is con- 
tained tin “the total experience which it provides ,” 
Perkins argues, and he illustrates his point with a 
convincing description of how we "participate" in 
Anthony Mann's Western, The Far Country (with James 
Stawar eye | tHe fshowe thatthe “film s iain tensaonsi. 
between our identification with the Stewart character 
and our awareness of his shortcomings" and concludes 
with the observation that, "Our involvement makes the 
film anlarqument tabout thevceonf lictmbetvieenm ince pen — 
dence and gregariousness in human nature, and between 
freedom and obligation in human society." (Emphasis 
added.) 
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APPENDIX A 


INDEX OF FILMS AND REVIEWS 


Several different types of periodicals were monitored dur- 
ing, and subsequent to, the research: 


1. Periodicals which routinely review virtually all films 
released in a particular area. Varrery saydeboxof fice. 
For example, are "trade" periodicals primarily geared 
towards the needs and interests of the film industry 
itself, especially exhibitors. The Monthly Film Bul- 
fevineteeaspubbhieatvonsof the British. bidmelnist4 tute, 
and includes plot summaries, reviews, and complete 
credits of all feature films released in Great Britain. 
Variety reviews, predictably enough, tend to emphasize 
a Tilintse boxoffice nC b.ot) potential, though, artistic 
considerations are not completely ignored. Boxoffice 
carries reviews and plot summaries, the former barely 
voletabVe,” “Che “latter “reasonably rrelrabve > ihe Monthly 
Film Bulletin reviews are by serious film critics, “and 
this is easily the most comprehensive, reliable, and 
senmLous: source of “ts kind. 


Ze aim, periodicals, which are noted for depth of vcoverage., 
rather than scope. Sight and Sound, Film Quarterly, and 
and Film Comment, for example, will characteristically, 
and justifiably, ignore the vast majority of films re- 
leased during the course of a year, while devoting half 
an assue’ to an. interview with Hitchcock, and the other 
nalfi to an *artacle on, Losey, two conflicting srevieus of 
Scorsese's latest film, an item about the Venice Film 
bestival, and so.on., bilmsvand Filming as. a Tesser 
cousin of these three, but seems to cover a wider range 
of films. Take One is alot more off-beat than the 
others, and frequently includes serious appreciations 
of films ignored or treated contemptuously by more 
"highbrow" reviewers. 


3. Popular magazines which regularly feature film reviews. 
Time, Newsweek, and The New Yorker, are well known. 
New Times is published every two weeks and includes re- 
views by Richard Corliss and occasional articles about 
personalities such as Lina Wertmuller. 


4. Canadian sources, such as Saturday Night, Maclean's, 
and Cinema Canada, which sometimes carry articles on 
films which are not released or reviewed outside Canada. 


None of the films sampled were reviewed in all the 
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periodicals listed. But virtually “all the’ films) were 
reviewed in at least one of the periodicals listed. 
Typically, two or more reviews are listed, and, in the 
Case ofimores "“Aamportant"” films. six OGrAMOore Teviews. and 
articles have been cited. 


Abbreviations used: 


Ges director ws sereenwriter 
Soo Pueo lant and sound NV: Malle Neus Vorker 
SU: sim 0 U amie rly TM: Time 

FC Bvim. Comment NWkK: Newsweek 

foe els wander Liming NT: New Times 

LOS Wlake-0.ne° * SN: Saturday Night 
Ves a Var LeUy MCL: Maclean's 

BO: Boxoffice CC: Cinema Canada 


MFBs (OnE Dyson Obie in 


Two entries. after the name of a periodical indicate the 
film was reviewed, or relevant material was presented, 
in two separate issues of that periodical. 
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AARON LOVES ANGELA (U.S., 1975) 


d: Gordon Parks Jr, W: Gerald Senrord 


SS 1 Eo Wy APG aT S08 SN: 
FQ: BOC LEZ 76. ae MCL: 
FG: MFB: NWK: CC. 
Fae Fe NT: 

TO: Others: 


ABDUC PEON, QU 572%? 975) 


d: Joseph Zito w: tKentabe CarroliesGiocom the thovel 
Black Abductor by Harrison James) 


$4 1S: M107 17 boa SN: 

FQ: BO:10/27/75 1M: MCL: 

Pier MFB:July/76  NWK: OOK Al ie alieesy ie 
Fae IP NG: 

O's Others: 


BOY PNTURE OFS SHERLOCK HOLMES! SM ART HRe BROLHER: ope CUS. 


d: Gene Wilder  w: Gene Wilder ea 
S48 S* Ve D2 ioe NYS SN: 

FQ: BO U2 / 22/515. IN 2/22 ei MeL: 

FG: MFB: Feb/76_ NWK: GC: 
F&F: NT: 

MO: Others: 
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AGAINST A CROOKED SKY (U.S., 1975) 


d: Earl Bellamy w: Douglas Stewart, Eleanor Lamb 
S85: Vv: 12/24/75 wy: SN: 

FQ: Bo2/16/76 yy; MCL: 

FC: MFB: NWK: CG: 

fF 60k: NT: 

TGs Others: 


AUP LERPDAREING (USK So P97 5S) 


d: Ken Hughes Ws Ken Hughes ("inspired" by Bill 
Naughton's play Alfie) 

OF coe V: NY: SN: 

FO: BO: ™: MCL: 

Re. MFB: Mar/75_ NWK: CE: 

fe aR: NT: 

T0: Others: 


AiSulbePRESTDEN WS IMEN Y CU.S es, 1976) 


dz SAlaned.&Pakula w: William Goldman (from the book by 
Carl Bernstein and Bob Woodward) 


Sy 8a Se) -45.(G) 6 Vet B/ SA bu. NNESAIAZ i Ge. SN Jone 776 
FQ: BOI 2776" INS S729 9 6e MG: 


FC: Sept -Oct/76 MFB: May/76_ NWK: CC: 
F & F:June/76 NT: 


TO: Others: Rolling Stone 4/8/76 _. 


Canadian Forum, June-July/76 
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TO: Others: 


d: Michael Ritchie w: Bill Lancaster 


Fs 
oo 
oO 

fos 
fu 
a) 
“J 
On 

= 
a) 
me 


On 
ae 
= 
as 

ho 

0 

0 
ar J 
¢"3 


TO: Others: 


BARRY LYNDON (U.K. 975) 
d:Stanley Kubrick w: Stanley Kubrick (from the novel 
by William Makepeace Thackeray) 


S&S: 45(2)/76 V: 12/17/75 WNY¥:12/29/75 __ SN: 


FQ: 30(1)/76 BO:12/22/75 TTM:12/15/75 MCL: 


FC: Mar-(pr/ 76 MFB: Jan/76 NWK: CC: 
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BEYOND THE DOOR (Italy, 1974) (U.K. title: The Devil 


d Wotthin wer) 
d: Oliver Hellman Wi “BontecMoltens. *Amnitonio’ Troasao, 
biorgio Marina’, Aldo Griidoa, Robert DEttarre 
(English version, Richard Barrett) 


aS 2s aeeenE Vis Ore Gee 7iis Ue Nae: SN: 
FQ: BOs 6/50/Wb. IM: _ MCs 
FC: MFB: Jul/75  NWK: Gens. 
Pre: NT: 


TO: Others: 


BEG E URD Uh EeGUisoieg « 1975) 


d: David Giler w: |) David "Giter sUr rom a’ story, by Don 
M. Mankiewicz and Gordon Cotler, based on character 
created by Dashiell Hammet) 


SF et Sie Ve 2 4/ jipa sN / O/eGhee 


FQ: BO S16 TM: MCL: 
RC: MFB.Apr/76_ NWK: ot: 
Rack: NT: 


TO: | Others: 


BOY AND HIS DOG, A COURS an bOW/5)) 


dt) Aieegee- Jones w: L.Q. Jones (from Harlan Ellison 
StEOry) 

Se a.S: Mic NY: SN: 

FO: BOL 7 /14/ 72% IM: MCL: 


Ries : MEBs gt We NWR ee eee Oe 
F&F: NT: 


TO: 4(12)/75 and . Others: 
5(4)//6 
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FQ: 
FG: 


439 


BREAKHEART PASS  (U.S., 1976) 
d= RomuGries W: Alistair MacLean 
S2655' V: 2/4/76 NY: SN: 
FQ: BO:2/ 23/75) IMG 7a Oy ig ae ele 
FCs MFB:Feb/76 NWK: CC: 
Fé Bs NT: 
TO: Others: 

CAL HIMVMR -SHALTER (Hong Kong, 1974) 
d: Michael Carreras’ w. Don Houghton 
S)8S: Vil/1G/ 76 ONY: SN: 
FQ: BO: TM: MCL: 
FC: MFB: NWK: CC: 
Se: a ge NT: 
TO: Others: 

CARAVAN TO VACCARES GUaK oo; iepance,. 1974) 


w: Paul Wheeler (from Alistair 


V:_ 8/21/74 | 


BO: 


MFB: Aug/74 


Others: 


MacLean novel) 


NY: SN: 
TM: MCL: 
NWK: CC: 
NT: 
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CARRY ON BEHIND--CUSK., 1975) 
d: Gerald Thomas W: Dave Freeman 
Sas: V: NY: SN: 
FO: BO: T™: MCL: 
FC: MFB: Jan/76  NWK: GG: 
FR Fi NT: 
nO; Others: 


CHARLOTTE (France, Italy, Germany, 1974) 


d: Roger Vadim w: Roger Vadim 

Sp Wes Vs NY: SN: 
FQ: BOF 6/20/7755. IM: MCL: 
Ge MFB: NWK: CG% 
Port Apr oie NT: 

TO: Others: 


CONDUCT UNBECOMING (U.K., 1975) 


d: Michael Andersonw; Robert Enders (based on a play by 
Barry England) 


Sik S: Vi 29ZNI 79>. NY* Nov 3775. SN: 
FQ: Bo: 9/29/75 TM: MCL: 
FC: MFB:Jan/76 — NWK: cc: 
F & F:Aug/76 NT: 


TO: Others: 
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CONFESSIONS OF A POP PERFORMER GUS Kegesteberay oy) 


a 


d: Norman Cohen w: Christopher Wood (based on a 
book by Timothy Lee) 
S&S: Wie O ae NNesa, SN: 
BOs BO: ™: MCL: 
BG: MFB:Sept/75 — NWK: GG: 
ee ie NT: 
TOs Others: 
COUMEY BHIGHs) GUS .ynb 9 7 5.) 
dz Waehvae PuSiehult-z: wei i bic. Monte 
S&S: ei6/ 22413 he Sei ib np mniee 
EQ: BO! aliens aie MCL: ie 
ba MFB: NWK: Ce: 
ee tes NT: 
T0: Others: 


CRIME AND PASSION (U. 


dz. ivan, Passer 


S:. & Se 
FQ: 
EGS 


S., Germany, 1976) 
w: Jesse Lasky Jr., Pat Silver (from 


the novel An_Ace Up Your Sleeve by 
James Hadley Chase) 


Ve (2 25h rea) Nie SN: 

po/8/7 Ms MCL: 
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Nis 

Others: 


* - 

TweLt 

Dy Galeri TA 
oz nf 


(even wT 


S 018 baeed).. ea sedge deka pay | 


DAS a “oN 
‘gl gaa ae 
ttn, SS 


a. 
~_ 


a CaP A Oe 


a shea ae : , Pe 


— 


ee ey Pe ee Se 


oy 
riper wav it GOD on th 


DEVIL IS A WOMAN 


442 


: CUE Ker Loa) SOUS neha tle. atite 


a "phenitano Daniani 


SO ie: 
FQ: 
Zo. 
aa ee 
igo) 


W: Damiano Damiani, Tempter) 


Fabrizio" 0notre, fdna O'Brien, 
Audrey Nohra; Damiani story 


NZ 2A ae SN: 

BULI/ 97755 IM: MCL: 

MFB:Aug/75  WNWK: CC: 
NT: 

Others: 


DOVE WD THING HER ADHED CU.K 1975) CUS eel es sla Donat 


d: Peter Sasdy 


nn eS 
el 


ag Os 


TO: 


‘ Want to be Born 
w: Stanley Price -———————————_——_——_ 
from a story by Nato De Angeles 


Nie NY: ois 

BO: 37-22/76. TMs MCL: 

MFB: July/75 NWK: Ce: 
NT: 

Others: 


DAAMONDS. CUS... 2975") 


d: Menahem Golan 


Ww: David Paulsen, Menahem Golan, in 


collaboration with Ken Globus; from a Golan 


Ss 
FQ: 
03 


F&F: June/76 


70: 
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story 
Vip 10/8/95 NY: SN: 
BOS LOZZT 273 TMi ik a 
MFBMar/76  NWK:  ————_—_—sCC: 
NT: 
Others: 
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DOG DAY AFTERNOON 


d: Sidney Lumet 
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(UR See v1 97.55 
W: Frank Pierson (from a magazine 
article by Bory Kluge rand 
Thomas Moore) 


aya Db UevilleuMartan: we 


S&S! ae 


POs 
FC? 


DOWN THE ANCIENT STAIRS 


Se-S7 4501) /i/6 V: 8/27/75 | NY tL 9/22 /foue Ne 

FQ: BO: 9/29/75 TM: MCL: 

FC: Nov-Dec/75 MFB: Nov/75  NWK: GG: 

Foe Fs NT: 

TO: Others: Playboy, Aug/76 dee 
DEON PLE manu < Sea ko 7.5) 


Rudy Ray Moore, Jerry Jones 


Vi ees6/ 7p NY: SN: oe 
BO: 9/15/75 TM: MCL: 
MFB: NWK: CC: 
NT: 
Others ts 


Che aivyiscbrancey, loro) 


d: Mauro Bolognini w: Raffaele A ndreassi, Mario Arosio, 


TuLlvor Pine! lay 


Bernadino Zapponi, Sinko 


Marie (based on the novel by Mario Tobino) 


S85: 
FQ: 
FGs 
Peer i 0,Ciby/ 36 


TO: 


VER ogee Nie SN: 

BON T7377 5a ul MCL : 

MFB: Oct /76_ NWK: GEs 
NT: 

Others: 
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BEnOES SORA VSUMMER  CUSS 3) 976) 


d: Don Taylor W: Robert L. Joseph 

Shay SS Vee 7 Aah One 00 NM SN: 
FQ: BO: 2/10/76 JM; MCL: 
ees MFB: NWK: CG: 
F & F: NT: 

10: Others: 


Pan WEL AR OCU S23 19'7-6) 


d: Alfred Hitchcockw: Ernest Lehman (based on the novel 
The Rainbird Pattern by Victor 


Canning) 
Soho 4505) 7/6 V5 / 24/76,  N¥te 4707 fe Sie ai 
FQ2 BO34/5/76 IME, MCL: 
FC: May-June/76 MFB: July/76 NWK: oN Cee 
F&F: Aug/76 NT: 
T0522 (2) 776 Others: Village. Volce,, (Apr 323/71 Cle 


POURMDEUCES sCHE Cs yes ME Iss) 
d: William H. Bushnell 
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GABEL_ AND LOMBARD (U.S., 1976) 
d: sidney? J4° Furie: 4: Barry Sandler 
Sale V: NYG 2725/16. one 
FQ: BO: 2/23/76 TM: 3/1/76 MCL: 
Ge MFB: Nov/76 NWK: CC: 
Pore NT: 
‘(UN OCHherse os, 

GAME Se GUY Sy PLAYs 2 ¢U oSk ) 
d: W: 
Ss 8 S: Vv: NY SN 
FQ BO Teale yey TOME 
FC; MFB: Nake eee Cos 
Fh Fs NT 
TO: Others: 


GOODBYES NORMA. JEAN, S (URS.S) Australtan, (1975) 


d: Larry Buchanan W: Lynn Shubert, Larry Buchanan 
Mminspared'™ Dy ‘tne’ Tife= of Marna lyn 


Cees NS AV2B7 76 NY: SN: eet ave 
FO: BO: T™: MCL : 

FC: MFB: Sept/76 NWK: CC: 

F & F: NT: 

TO: Others: 
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HAZEL'S PEOPLE 
d: 


Charles Davis 
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oh 3 
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7 eo Ge) 


w: Charles Davis (based on a novel 


Happy_as_ the Grass was Green by 


Merle Good. 
V: NY: SN: 
BO: 4/26/76 1M: MCL: 
MFB: NWK: CG; 
NT: 
Others: 


HEARTS OF THE WEST 
d: Howard Zieff 


576954503) 1G 
FQ: 

FG: 

F&F: 


Wee 2) 77S 


DES hucS BREET Cito. 


d: Joan Micklin 
Saver 

S&S) 4501) 7 2 

FQ: 

FG: 

roe Ft 

40% 


(USS hy elo75) 


CU SK bate ¢ Holywood 


W: Rob Thompson Cowboy ) 
VeLOy P71 NYO 0713577515 oN: 
BOUIOAG 7 ou IM: MCL: 
MFB:June/76_ NWK: GG; 

NT: 
Others: 
Lou) 
w: Joan Micklin Silver (based on the 

story Yekl by Abraham Cahan) 

V:5/14/75 NY: 11/24/75 sn: 
BO:7/29/75 TM: MCL: 
MFB: Dec/75_ NWK: GG 

NT: 
Others: 
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HINDENBERG, THE (U.S., 1975) 


d: Robert Wise w: Nelson Gidding story: Richard 
Levinson and William Link, from 
the novel by Michael M. Mooney 


S$ &°S: NET 2/7 267-750 NYS Tio 7 om coe 
FQ: BO12/15/75 1M: MCL: 
FC: MEB: Apr/76 NWK: GO: 
F&F: NT: 

nO: Others: 


SEO AN a PAsC JO Rie TH Eee aC 2K. Selo 75") 
d: Edward Dmytryk W: Tom Hunter, Peter Powell 


S&S: Web Aos 7 NY SN: 
FQ: BO: 2/1775 - TM: MCL: 
FC: MFB: June/76 NWK: CG: 
fh & &: NT: 

TO: Others: 


HiSSmie vy CUMS. PEL 7 5) 
d: Robert Aldrich w: Steven Shagan 


Soke Se 4502) 7716 WelZ/ 24/75. Nie 1726/16, She 


FQ: BO: 1/12/76 IM: MCL: 
FC: Mar-A pr/77 MFB: Mar/76_ NWK: Oo 
F & F: NT: 

TO: 4(5)/74 Others: 
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CUSKe, Ado 7S 


d: John Byrum 


SiGe S: 


FQ: 
FG: 


F & F: 


TOs 


I WILL 


ee We 


d: Norman Panama 


Sy de. Sk 


JOURNEY INTO FEAR 


d: Daniel Mann 


S&S: 


FO: 


W: John Byrum 


ve 


BO: 2/16/76 


MFB:Dec/75 


Others: 


FOR NOW (U.S., 


w: Norman Panama, 


V: 2/11/76 
B0:2/ 23/76 


MFBR:Nov/76 


Others: 


NYS 3715776. SNe 


T™: MCL: 
NWK: GG: 
NT: 
TOWG 
Albert E. Lewin 

NY:2/1/76 SN: 
TM: 2/15/76 MCL: 
NWK: Ef ip 
NT: 

NY: SN: 
TM: MCL: 
NWK: Ces 
NT: 
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I? SEEMED LIKE A GOOD IDEA AT THE TIME (Canada, 1975) 


ad: John Trent 


S 5: 
FQ: 
AG: 
Fa IFS 
TO: 


W: David Main, John Trent (from a 
story by Claude Harz 


V:9/14/75 NY: SN: 

BO: T™: MCL: 

MFB: NWK: GC: 
be 

Others: 


LG RipcaLel 1 Baw PH bes 9: GUS: ay U7 5) 


d: Sam Peckinpah 


Seas (4502 )7 16 
FQ: 

HC: 

Pry ae 

TO: 


KiialGR. FORCE EC Swiss: 
d: Val Guest 


5 ik Oe 
FQ: 
FC: 


w: iManc, Norman, ~Ster ling .Silliph ant 
(based on Robert Rostand's novel 


Monkey in the Middle) 
V:l2/24/75 NY: 1/12/76 _ SN: 


BOSE Ao 797k6) Me MCL: 
MFB: Mar/76 NWK: 6 Be 
NT: 

Others: 


19 foe CU § tithersine Diamond 
Mercenaries 
W: Michael Winder, Val Guest, 
Gerald Sanford. 


Vv: 12/24/75 ny: SN: 

BO: 1/5/76 1M: MCL: 

MFB: June/76 NWK: CC: 
NT: 

Others: 
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AEC ANCE L Pusan, 


d: W 

5 8a: V: NY: SN: 
FQ: BO: T™: MCL: 
Be: MFB: NWK: SC: 
PaQih: NT 

TO: Others: 


Pe a ldieeh e A rcs aed sarc ee oes Sh ape ale RA eet wae CL A al 
IeNSe VEGAS: LADY: » GUNS84 1976) 


d: Noel Nosseck W: Walter Dallenbach 


5 ba: Ms h/ 28776 ~ SNY: SN: 
FQ: BOSLY 26/076 ©. Tie MCL: 
EG: MFB: NWK: CC: 
bear: NT: 

TO: | Others: 


PEGEND CUPL EARL DURANDASHHE (USS. 1974) 


d: W: 

6 is Ss: V: NY: SN: 
cS de he V2 O/T AS: MCL: 
FC: MFB: NWK: Gc: 
Fee Fr: NT: 
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LIES MY FATHER TOLD ME (Canada, 1975) 


d: Jan Kadar 


3: &, Sz 
FQ: 
5 ee 
it & Fi 
TO: 


w: Ted Allan (from his own story) 


Vv: 9/15/75 yy: SN: 

po:10/27/75 qy.12/1/75 yey. 

MrB: APr/76 py: Cc: 
NT: 


Others: 


LIPSTICK (U.S., 1976) 


d: Lamont Johnson 


S & S: 
FQ: 
FC 


F&F: Aug/76 
TO: 


LISZTOMANIA (U.K., 
d: Ken Russell 


Se 4S 
FQ: 


FC: Nov-Dec/75 
F&F: Jan/76 


TO: 4(12)/75 


W: David Rayfiel 


V: 4/7/76 NY: SN: 


BO:4/26/76 ™:4/19/76 MCL: 


MFB:Aug/76 __ NWK: EE 
NT: 5/28/76 

Others: 

1975) 


w: Ken Russell 


V: 10/15/75 NY:11/24/75 SN: 


BO:10/20/75 TM: MCL: 11/17/75 
MFB: Nov/75 NWK: cc: 

NT: 
Others: 
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BREKYOLADY (t.'S., 4975) 
d: Stanley Donen w: Willard Huyck, Gloria Katz 
Shs: Ve VAP ULL. ONY2 1 2/29775. =Sn: 
FQ: BO:1/5/76 ™:12/22/75 MCL: 
FG: MFB: Feb/76 NWK: EG: 
ites > ball es NT: 
TO: Others: 
PAG EC CEU TE. THe (Sweden, 1975) 


d: Ingmar Bergman W: Ingmar Bergman (from Mozart opera) 


S7n75: V: NY SOVIETS @SR: 
FQ: BO:11/17/75 TM: MCL: 
BG: MFB:Feb/76 — NWK: GE; 
F&F: | NT: 

TO: ; Others: 
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MONS EREDAY v6 (UcKe, 1975 )y. 


d: Jack Gold w: Adrian Mitchell (based on his 
own play, from the Daniel 
Defoe Novel) 
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NAG HMMACALLERL ULE Ch rancesultaly, i995) 
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Bo Goldman 


From Ken Kesey's novel 
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John Winter 
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ROVALS FACASH  QUAK. , O75) 


d: Richard Lester w: George MacDonald Fraser 
(from his novel) 
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W: William Girdler (from story by 


Girdler and David Sheldon) 


Jack DeWitt, 
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Ray Connolly 
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APPENDIX B 


CHECKLISA+ OF RELEVANT QUESTIONS 


Preliminary data 


Name of film. 


Production sources (studio, producer, country of origin, 
year of release). 


Exposure estimates (some estimate of how many people 
viewed the film, when such data are available). 


Plot summary (sources, besides myself, would include trade 
publications such as Variety and Boxoffice, and the Brit- 


yeh Falm Institute's Monthly Film Bou Wie Wie 


Description of overall technical and artistic quality of 
the film, including budget estimate, if possible. 


Other background material (generally, any information that 
may be available concerning why the completed film turned 
Due the way pili dids/7 er, G.qnechemelhe, sereenplays was 
Onigineal. or ans adaptations) whether the film was cut by 

the studio against the director's wishes; and so on). 


Director and screenwriter(s) 


Names of director and screenwriter(s). 


Filmographies, when available (some indication of previous 
work). 


Known or inferred political and social viewpoints, when 
available (sources would include biographies, interviews, 


articles, ete.) 
Education/employment background, when known. 


Any other background information pertaining to formative 
influences on the director and screenwriter. 
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the tlm “vn general 


Describe fully all verbal and/or visual depictions of, or 
references to, events, processes, groups, Institutrons, 
Or individuals which are: 

(a) of an explicitly political nature; 

(b) in some specified sense, politically relevant. 


Ps there any isste’ or ‘problem of explicit or implicit 
political sagnifireance. to which (the filmeor mart of the 
Film, is addressed? Describe fully. For example: 


How is the issue/problem introduced? Are possible or 
probable causes and solutions presented? Is the issue 
or problem a central source of tension, or a°peripheral 
plot detail? 


Are alternative sides presented? Fairly? Does the film 
take sides? What is the outcome and what is implied by 
mee § HOW! credro le is the ‘overall portrayal? 

Every film is set in a specific socio-political system. 
Describe this system in as detailed a fashion as possible, 


Given the material presented. 


What is the fidlm'“saying about the ‘society wn whwzen” Lt 
originated, and/or the world in general? 


What is the film saying about "human nature" and the 
causes and consequences of behavior? 


Generally, is the film of any political interest whatsoever? 


howmnLgnt this material be exploited by i polaticali sc ten— 
tists for research and teaching purposes? 


Major characters and those in explicitly political roles 


Name of character. 
Sex, estimated age, occupation, and social class. 
Racial or ethnic group, and nationality. 


Other demographic data, if given. (e.g., party affiliation, 
religious preference, union membership, and so on.) 


In the case of elected office-holders, note constituency 
and/or base .or Supporti it is KNOW OrPLt vie cam DevaG= 


ferred. 
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In what kind of social network does the character function? 
Description and evidence. For example: 


With what kinds of people does he/she normally associate? 
To what groups does he/she belong? For what institutions 
does the character indicate support or contempt? 


What kind of behavior does he/she characteristically 
exhibit towards others, including thosesin isubordinate 
and superior social positions? 


Ape socialtand?peliticaly differences (or ysimilarities in 
any way salient for the character? Does the character 
engage in any political or politically relevant behavior? 


How does the character usually resolve conflicts in which 

he/she is involved? Is the character involved in any acts 
of violence? Against whom? In what circumstances? With 

what consequences? 


What wants and needs appear to motivate the character? 
Description and evidence. Are they politically consequen- 
tial? sowmy ¢ 


Gan anyvapolrticalmand socralibebiefis;iattitudes, or) values 
be inferred from what the character does and says, and how 
he omushe, is iused throughout the filmes Descrrperon pand 
evidence. 


Generally, is there any indication whatsoever that this 
characever ‘maSban" political lifte™? 
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APPENDIX C 


ALPHABETICAL LISTING OF FILMS 


WITHIN CATEGORIES 


Films of minimal political interest 


Adventure of Sherlock 
Holmes' Smarter 
Brother, The 

Against a Crooked Sky 

Alfie Darling 

Anti-Christ, The 

Bad News Bears, The 

Beyond the Door 

Carry On Behind 

Confessions of a Pop Performer 

Crime and Passion 

Devil Within Her, The 

Diamonds 

bchoes of a. Summer 

Gable and Lombard 


Games Guys Play 


Inserts 

Killer Force 
Kbeeyrcan cielo it 
Magic Flute, The 

Many, any. .b boady (Mary 
Old Dracula 

Out of Season 

PUrSULT 

Satan's Children 
Stardust 

Storveot sce le Hos [he 
Watch Out, We're Mad 
Welcome to My Nightmare 


Social ‘stratum or sub-culture movies 


Aaron Loves Angela 
Charlotte 

Cooley High 
Dolemite 

Hazel's People 
Hester Street 


Lies My Father Told Me 

Next Stop, Greenwich 
Village 

92 In the Shade 
Romantic Englishwoman, 
The 

Sheba Baby 


Melodramas with politically interesting sub-plots or 


implications 


Abduction 
Blackbird, [he 


Breakheart Pass 
Gall Him Mr. Shatter 
Caravan to Vaccares 
Fanvly Plot 
Four Deuces, The 
Goodbye, Norma Jean 
Hearts of the West 
Hindenberg, The 
'Hduman' Factor, The 
It Seemed Like a Good Idea at 
the Time 
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Las Vegas Lady 

Legend of Earl Durand, 
The 

Lucky Lady 

Mahogany 

Night Caller, The 

Peeper 

Pick-up, The 

Royal Flash 

Sky Riders 

Sudden Fury 

Who ? 

Zebra Force, The 
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Py Ws) Lp Wi oe ee ioc aN Oy 
Journey Into Fear 


iv. Issue or message movies 
Conduct Unbecoming Master Gunfighter, ihe 
Down the Ancient Stairs Recommendation for Mercy 
ips trek Rocky (Horror )Pactune 
Lisztomania Show, The 
Mans Priday secret, The 


Whiffs 


Veeetoviesi which inelude: complex socaal and) pol 1tiucal 
analysis 


All the President's Men One Flew Over the 

Barry Lyndon Cuckoo's Nest 

Boy and) hiis™Dog, A Robin and Marian 

Devil Is a Woman, The Special Section 

Dog Day Afternoon Swept Away... 

Hustle Taxi Driver 

LRP DerrE bile ga bhe Three Days of the Condor 
Man Who Would Be King, The 

Nashville 


It should be kept in mind that these designations do not 
necessarily mean that films in categories (iv) and (v) 
were invariably more politically profound than those in 
categories Cis Cia), and Grii)el Some vlanalyt rca unin os 
for example, are considerable less astute than others, but 
they warrant the "analytical" designation because they 
nase and try to-come vtomperms with politically iretlevent 
questions which are more complex than, say, whether or not 
a hero will be able to survive homocidal attacks by sinis- 
ter Arabs or comic strip Nazis. 


As will be evident in the text and footnotes, some films 
"Fit" these categories better than others, and some are 
downright problematical with respect to this particular 


classification system (The Story of Adele H., Next Stop 
Greenwich Village, and 92 in the Shade). 
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